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About the EAM  
 
The European Network for Avant-Garde and Modernism Studies (EAM) promotes the study of 
modernisms and the avant-gardes (historic, neo, post and contemporary), in all the disciplines of the 
humanities, from art and literature through to architecture, drama and music. Since 2008 the EAM has 
organised its biennial conference in Belgium, Poland, England, Finland, France and Germany. The 
network also publishes a collection of essays every two years on the theme of the conference, with De 
Gruyter in Berlin, which is distributed to members. The languages of the conference and the publication 
are English, French and German. The next, 8th conference of the network will be held at the 
Universidade NOVA of Lisbon from 1-3 September 2022. For more information about the network, visit 
www.eam-europe.be. 
 
Über das EAM. Das Europäische Netzwerk für Studien zu Avantgarde und Moderne (EAM) fördert die 
Forschung der Moderne und der Avantgarde (historisch, neo, post und zeitgenössisch) in allen 
Disziplinen der Geisteswissenschaften, von Kunst und Literatur bis hin zu Architektur, Drama und Musik. 
Seit 2008 organisierte die EAM ihre alle zwei Jahre stattfindende Konferenz in Belgien, Polen, England, 
Finnland, Frankreich und Deutschland. Das Netzwerk veröffentlicht außerdem auch alle zwei Jahre eine 
Sammlung von Aufsätzen zum Thema der Konferenz mit De Gruyter in Berlin, die an die Mitglieder 
verteilt wird. Die Sprachen der Konferenz und der Veröffentlichung sind Englisch, Französisch und 
Deutsch. Die nächste 8. Konferenz des Netzwerks findet vom 1. bis 3. September 2022 in der 
Universidade NOVA von Lissabon statt. Weitere Informationen zum Netzwerk finden Sie unter 
www.eam-europe.be.  
 
À propos du EAM. Le Réseau de recherche sur l’avant-garde et le modernisme (EAM) promeut l’étude 
des modernismes et des avant-gardes (historiques, neo, post et contemporaines) dans toutes les 
disciplines des sciences humaines, allant de l’art et de la littérature jusqu’à l’architecture, le théâtre et la 
musique. Depuis 2008, le EAM a organisé sa conférence biennale en Belgique, Pologne, Angleterre, 
Finlande, France et Allemagne. Tous les deux ans, le réseau publie également, chez De Gruyter à Berlin, 
un recueil d’essais sur le thème de la conférence qui est ensuite distribué aux membres. Les langues de 
la conférence et de la publication sont l’anglais, le français et l’allemand. La prochaine et huitième 
conférence du réseau se tiendra à l’Universidade NOVA de Lisbonne du 1er au 3 septembre 2022. Pour 
plus d’informations sur le réseau, rendez-vous sur le site www.eam-europe.be. 
 











Welcome to the brochure accompanying what would have been the 7th conference of the EAM on the 
theme of CRiSiS. This conference was scheduled to take place from 17 to 19 September 2020 at the Arts 
Faculty of the University of Leuven in Belgium, where it would have been hosted by the MDRN research 
lab (www.mdrn.be). In the face of the Covid-19 pandemic, however, in the months before the event was 
to take place, as conference organisers we confronted one of the older meanings of the term “crisis”: 
the moment right before decision. When we decided to cancel the conference, the selection of 
proposals had already been made. To recognise the intellectual labour of the accepted speakers, so as 
to give them at least a glimpse of what this interdisciplinary conference would have looked like, and to 
honour the youngest among the delegates—some of whom would have attended a conference for the 
first time in their career—we resolved to go ahead with the compilation of this brochure, which 
includes a tentative programme as well as the abstracts. Partially incomplete, a remnant of a 
construction undertaken and then abandoned, this is the CRiSiS which the 7th biennial conference of 
the EAM would have mounted.  
 
 
The Theme  
 
Notions of crisis have long charged the study of the European avant-garde and modernism. 
Throughout their history, avant-gardists and modernists have faced crises, be they economic or 
political, scientific or technological, aesthetic or philosophical, collective or individual, local or global, 
short or perennial. Modernists and avant-gardists have in turn continually stood accused of instigating 
crises, whether artistic or cultural, sensorial or conceptual, incidental or intentional, far-reaching or 
negligible, representational or other. The very concepts of ‘avant-garde’ and ‘modernism’ are time and 
again subject—or subjected—to conceptual crises, leaving modernism and avant-garde studies as a 
field on the perpetual brink of a self-effacing theoretical crisis. 
 
The 7th biennial conference of the EAM sought to tackle the ways in which the avant-garde and 
modernism in Europe relate to crisi/es, with a particular interest in new research on three topics. First, 
we aimed to explore the theoretical complexity of the notion of crisis. For what is a crisis, really? The 
term is defined very loosely at times in modernism and avant-garde studies, and a quick survey 
illustrates that we seldom talk about crises of the same scale, import or impact. By clarifying what 
exactly counts as a crisis, surely we might gain a better understanding of the European avant-gardes 
and modernism. So what precisely do we mean by ‘crisis’? Is crisis above all a narrative device? Is there 
ever no crisis? Are there types of crisis, artistic or otherwise, that we have thus far neglected in our 
study of the avant-garde or modernism? And what (other) view(s) of crisis do avant-gardists and 
modernists themselves project? 
 
Second, we intended to explore the crises-laden historical trajectory of the avant-gardes and 
modernism. For while we often claim that a notion of crisis is key to a proper understanding of (late) 
modernity, the European avant-gardes and modernists faced different historical crises throughout their 
development. To what extent do all these crises, which span several centuries, share common 
denominators? What role do national and regional differences play over time? Does the project of the 
avant-garde and modernism, along with their critique of crisis, change fundamentally over time or not? 
Proposals touching upon a historical case study or submissions comparing several historical cases from 




Third and finally, we wholeheartedly encouraged proposals looking at the practical side of things, 
across all areas of avant-garde and modernist activity: art, literature, music, architecture, film, artistic 
and social movements, lifestyle, television, fashion, drama, performance, activism, curatorial practice, 
design and technology. How do European avant-gardists and modernists give aesthetic shape to 
crises? What representational strategies and tactics do they use in their practices? What affective (and 
other) experiences of crisis does their work allow for? What crises do their experimental practices 





Extremely instrumental in the process of selecting proposals, of which three quarters were eventually 
retained, were the Leuven-based professors, Sascha Bru (Theory and Cultural Studies, principal 
organiser), Mark Delaere (Musicology), Leen Engelen (LUCA School of Arts, Film Studies), Hilde Heynen 
(Architecture), Kate Kangaslahti (Art History, principal co-organiser), Martin Kohlrausch (History), Bart 
Philipsen (Theatre Studies), as well as Anne Reverseau (UC Louvain, Photography), Inga Rossi-Schrimpf 
(curator Royal Museums of Fine Arts of Belgium, RMFAB), Christel Stalpaert (Performance Studies, 
Ghent University) and David Ayers (Literature, University of Kent). We are also grateful to the colleagues 
who were additionally contacted in the process of selection as “blind” reviewers. Thank you, your 
combined expertise was vital.   
 
Junior researchers of the MDRN research lab who would have done a lot of work had this conference 
ever taken place, helping out delegates in whatever way they could have: Fatima Borrmann, Phyllis 
Boumans, Nadja Cohen, Clarissa Colangelo, Leanne Rae Darnbrough, Cyril de Beun, Robrecht De 
Boodt, Stijn De Cauwer, Ben De Witte, Bart Dreesen, Niki Hadikoesoemo, Wojciech Kaftanski, Bram 
Lambrecht, Carlo Leo, Lin Li, Quentin Nerinckx, David Pinho Barros, Martina Piperno, Hannelore Roth, 
Michiel Rys, Mathieu Simard, Abigael van Alst, Carmen Van den Bergh, Tom Vandevelde, Daniel 
Villegas Velez and Chiara Zampieri. We are also grateful to their supervisors and fellow co-hosts: Jan 
Baetens, Elke D’Hoker, Anke Gilleir; David Martens, Bart Van Den Bossche, Kris Van Heuckelom and 
Nidesh Lawtoo, for their support.  
 
The organisations that had already agreed to sponsor this event: the MDRN research lab, the Arts 
Faculty of the University of Leuven, the Faculty of Arts and Philosophy of Ghent University, the Museum 
of Contemporary Art, Antwerp (M HKA), the Royal Museums for Fine Arts of Belgium and the Lieven 
Gevaert Centre for Photography. Thank you! Finally, a word of thanks to the publishers who would 
have travelled to Leuven with book stands.   
 






Willkommen zur Broschüre zur 7. EAM-Konferenz zum Thema CRiSiS. Diese Konferenz sollte vom 17. 
bis 19. September 2020 an der Geisteswissenschaftliche Fakultät der Universität Leuven in Belgien 
stattfinden, wo sie vom MDRN-Forschungslabor (www.mdrn.be) veranstaltet worden wäre. 
 
Angesichts der Covid-19-Pandemie haben wir uns jedoch in den Monaten vor der Veranstaltung als 
Organisatoren der Konferenz mit einer der älteren Bedeutungen des Begriffs „Krise“ konfrontiert: der 
Moment kurz vor der Entscheidung. Als wir beschlossen haben, die Konferenz abzusagen, war bereits 
die Auswahl von eingegangenen Paper Vorschläge getroffen. Die intellektuelle Arbeit der akzeptierten 
Redner anzuerkennen, um ihnen zumindest einen Einblick zu geben, wie diese interdisziplinäre 
Konferenz ausgesehen hätte, und den jüngsten unter den Delegierten zu ehren, von denen einige zum 
ersten Mal in ihrer Karriere an einer Konferenz teilgenommen hätten, haben wir uns entschlossen, mit 
der Zusammenstellung dieser Broschüre fortzufahren, die neben den Abstracts auch ein provisorisches 
Programm enthält. Teilweise unvollständig, ein Überbleibsel eines Bauvorhabens, das durchgeführt und 





Krisenvorstellungen haben die Forschung der europäischen Avantgarde und Moderne schon seit 
langem beschäftigt. Avantgardisten und Modernisten waren im Laufe ihrer Geschichte mit vielerlei 
Krisen konfrontiert, wirtschaftliche oder politische, wissenschaftliche oder technologische, ästhetische 
oder philosophische, kollektive oder individuelle, lokale oder globale, kurze oder beständige. 
Modernisten und Avantgardisten wurden wiederum häufig bezichtigt, Krisen ausgelöst zu haben, sei es 
künstlerische oder kulturelle, sensorische oder konzeptuelle, zufällige oder absichtliche, weitreichende 
oder unwesentliche, gegenständliche oder sonstige. Gerade die Begriffe „Avantgarde“ und „Moderne“ 
sind immer wieder konzeptuellen Krisen ausgesetzt worden oder haben diese provoziert und damit 
befinden sich die Moderne und die Avantgarde als Forschungsgebiet am ewigen Rand einer sich selbst 
löschenden theoretischen Krise zurück.  
 
Die 7. zweijährige Konferenz der EAM hatte als Ziel, das Verhältnis von Avantgarde und Moderne in 
Europa zu Krise/n zu erörtern, mit einem besonderen Interesse an neuen Forschungsarbeiten in drei 
Themen. Zuerst wollten wir die theoretische Komplexität des Krisenbegriffs erforschen. Denn was ist 
eigentlich eine Krise? Der Begriff wird in der Moderne und in der Avantgarde oft sehr lose definiert, 
und eine kurze Übersicht zeigt, dass wir selten von Krisen gleichen Maßstabes, gleicher Geltung oder 
gleicher Auswirkung sprechen. Wenn wir klarstellen, was genau als Krise gilt, können wir sicherlich ein 
besseres Verständnis für die europäischen Avantgarden und die Moderne gewinnen. Was genau 
verstehen wir unter „Krise“? Ist Krise vor allem ein narratives Mittel? Gibt es jemals keine Krise? Gibt es 
Arten von Krisen, künstlerische oder andere, die wir bisher in den Studien der Avantgarde oder der 
Moderne vernachlässigt haben? Und welche (andere) Sichtweise(n) der Krise projizieren Avantgardisten 
und Modernisten selbst? 
 
Zweitens wollten wir die krisenreiche historische Entwicklung der Avantgarde und der Moderne 
erforschen. Während oft behauptet wird, dass der Krisenbegriff der Schlüssel zu einem angemessenen 
Verständnis der (späten) Moderne ist, sahen sich die europäischen Avantgarden und Modernisten 
während ihrer Entwicklung mit unterschiedlichen historischen Krisen konfrontiert. Inwieweit haben all 
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diese Krisen, die sich über mehrere Jahrhunderte erstrecken, einen gemeinsamen Nenner? Welche 
Rolle spielen nationale und regionale Unterschiede im Zeitverlauf? Verändert sich das Projekt von 
Avantgarde und Moderne, entlang ihrer Kritik an Krise im Laufe der Zeit grundlegend oder nicht? 
Vorschläge, die eine historische Fallstudie erörtern oder mehrere historische Fälle aus verschiedenen 
Zeiten oder Regionen in Europa vergleichen, waren daher besonders willkommen. 
 
Drittens und schließlich haben wir begeistert Vorschläge ermutigt, die sich mit der praktischen Seite der 
Dinge in allen Bereichen der Avantgarde und der Moderne befassen: Kunst, Literatur, Musik, 
Architektur, Film, künstlerische und soziale Bewegungen, Lebensstil, Fernsehen, Mode, Theater, 
Performance, Aktivismus, kuratorische Praxis, Design und Technologie. Wie geben europäische 
Avantgardisten und Modernisten Krisen eine ästhetische Form? Welche Repräsentationsstrategien und 
-taktiken werden in ihrer Praxis angewendet? Welche affektiven (und anderen) Krisenerfahrungen 
ermöglicht ihre Arbeit? Welche Krisen bringen ihre experimentellen Praktiken mit sich - schaffen die 
Avantgarden und die Moderne tatsächlich eigene Arten von Krisen? 
 
 
Das Team  
 
Instrumental im auswahlvrfahren der Vorschläge, von denen schließlich drei Viertel beibehalten 
wurden, waren die in Leuven ansässigen Professoren, Sascha Bru (Theorie und Kulturwissenschaften, 
Hauptorganisator), Mark Delaere (Musikwissenschaft), Leen Engelen (LUCA School of Arts, 
Filmwissenschaft), Hilde Heynen (Architekturwissenschaft), Kate Kangaslahti (Kunstgeschichte, 
Hauptmitorganisatorin), Martin Kohlrausch (Geschichte), Bart Philipsen (Theaterwissenschaft), sowie 
auch Anne Reverseau (UC Louvain, Fotografie), Inga Rossi-Schrimpf (Kuratorin Royal Museums of Fine 
Arts, Brüssel, RMFAB), Christel Stalpaert (Performance Studies, Ghent University) und David Ayers 
(Literatur, University of Kent). Wir danken auch den Kollegen, die bei der Auswahl zusätzlich als „blinde“ 
Gutachter kontaktiert wurden. Vielen Dank, Ihr kombiniertes Fachwissen war entscheidend. 
 
Juniorforscher des MDRN-Forschungslabors, die viel Arbeit geleistet hätten, wenn diese Konferenz 
jemals stattgefunden hätte, um den Delegierten auf jede erdenkliche Weise zu helfen, sind: Fatima 
Borrmann, Phyllis Boumans, Nadja Cohen, Clarissa Colangelo, Leanne Rae Darnbrough, Cyril de Beun, 
Robrecht De Boodt, Stijn De Cauwer, Ben De Witte, Bart Dreesen, Niki Hadikoesoemo, Wojciech 
Kaftanski, Bram Lambrecht, Carlo Leo, Lin Li, Quentin Nerinckx, David Pinho Barros, Martina Piperno, 
Hannelore Roth, Michiel Rys, Mathieu Simard, Abigael van Alst, Carmen Van den Bergh, Tom 
Vandevelde, Daniel Villegas Velez und Chiara Zampieri. Wir sind auch ihren Vorgesetzten und 
Mitveranstaltern: Jan Baetens, Elke D’Hoker, Anke Gilleir, David Martens, Bart Van Den Bossche, Kris 
Van Heuckelom and Nidesh Lawtoo, für ihre Unterstützung dankbar.  
 
Die Organisationen, die sich bereits bereit erklärt hatten, diese Veranstaltung zu sponsern sind: das 
MDRN-Forschungslabor, die Geisteswissenschaftliche Fakultät der Universität Leuven, die Fakultät für 
Kunst und Philosophie der Universität Gent, das Museum für zeitgenössische Kunst in Antwerpen (M 
HKA), die Königlichen Museen für Bildende Kunst in Belgien und das Lieven Gevaert Zentrum für 
Fotografie. Danke euch! Zum Schluss noch ein Dankeschön an die Verlage, die mit Bücherständen nach 
Leuven gereist wären. 
 






Bienvenu.e.s dans la brochure accompagnant celle qui aurait dû être la 7ième conférence de l’EAM sur le 
thème de la crise (CRiSiS). Cette conférence était censée avoir lieu du 17 au 19 septembre 2020 à la 
faculté des lettres de l'Université de Leuven, en Belgique, où elle aurait été organisée par le laboratoire 
de recherche du MDRN (www.mdrn.be). Cependant, face à la pandémie du Covid-19 dans les mois 
précédant l’événement, en tant qu’organisateurs de la conférence, nous avons été confrontés à l’une 
des plus anciennes significations du terme ‘crise’ : le moment juste avant la décision. Lorsque nous 
avons décidé d’annuler la conférence, la sélection des propositions avait déjà été faite. Afin de 
reconnaitre le travail intellectuel des intervenants acceptés, pour leur donner au moins un aperçu de ce 
à quoi cette conférence interdisciplinaire aurait dû ressembler, et pour honorer les plus jeunes parmi 
les participants – certains d’entre eux auraient participé à une conférence pour la première fois de leur 
carrière – nous avons décidé de procéder avec la rédaction de cette brochure, qui inclut un 
programme provisoire ainsi que les abstracts. Partiellement incomplète, le vestige d’une construction 
entamée et ensuite abandonnée, celle-ci est bien la crise que la 7ième conférence du EAM aurait dû 





Dans la recherche sur l’avant-garde et le modernisme une des notions clés est celle de crise. Tout au 
long de leur histoire, les avant-gardistes et les modernistes ont été confrontés à des crises, qu’elles 
soient économiques ou politiques, scientifiques ou technologiques, esthétiques ou philosophiques, 
collectives ou individuelles, locales ou mondiales, à court ou à long terme. À leur tour, les modernistes 
et avant-gardistes ont été continuellement accusés d’avoir provoqué des crises, qu’elles soient 
artistiques ou culturelles, sensorielles ou conceptuelles, accidentelles ou intentionnelles, ayant une 
grande portée ou une plus négligeable, provocant des crises de représentations ou autres. Les notions 
mêmes « d’avant-garde » et de « modernisme » sont sans cesse le sujet de et soumises à des crises 
conceptuelles, laissant la recherche sur l’avant-garde et le modernisme au bord d'une crise théorique 
aussi perpétuelle qu'autodestructrice. 
 
La 7ème conférence biennale de l’EAM avait pour objectif d’aborder les différents rapports 
qu’entretiennent l’avant-garde et le modernisme avec la notion de crise, avec un intérêt particulier 
pour les nouvelles recherches sur trois sujets. Premièrement, nous voulions explorer la complexité 
théorique de la notion de crise. Car qu’est-ce qu'on appelle vraiment ‘crise’ ? Dans certaines études sur 
le modernisme, le terme est parfois défini de manière très vague et on s’aperçoit rapidement que l’on 
parle rarement de crises qui ont la même ampleur, la même signification ou le même impact. En 
clarifiant ce que l’on entend exactement par crise, nous pouvons certainement mieux comprendre 
l’avant-garde et le modernisme européens. Ainsi, qu’entendons-nous précisément par « crise » ? La 
crise est-elle avant tout un dispositif narratif ? Existe-t-il un état sans crise ? Existe-t-il des types de 
crises, artistiques ou autres, que nous avons jusqu'ici négligé dans notre étude de l'avant-garde et du 
modernisme ? Et quel(s) (autres) perspective(s) en termes de crise sont projetés par les avant-gardistes 
et les modernistes ? 
 
Deuxièmement, nous nous intéressions aux communications qui évoquent la trajectoire historique de 
l’avant-garde et du modernisme qui est chargée de crises. Car si nous affirmons souvent que la notion 
de crise est la clé d'une bonne compréhension de la modernité (tardive), tout au long de leur 
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développement, les avant-gardes et les modernistes européens ont été confrontés à crises historiques 
différentes. Dans quelle mesure toutes ces crises, qui s'étendent sur plusieurs siècles, partagent-elles 
des dénominateurs communs ? Quel rôle jouent, dans le temps, les différences nationales et régionales 
? Le projet de l'avant-garde et du modernisme, avec leur critique de la crise, change-t-il 
fondamentalement dans le temps ou non ? Les contributions abordant une étude de cas historique ou 
comparant plusieurs cas historiques de différentes époques ou régions d'Europe sont particulièrement 
les bienvenues. 
 
Enfin, nous encouragions fortement les communications abordant le côté pratique des choses, dans 
tous les domaines de l’activité avant-gardiste et moderniste : art, littérature, musique, architecture, 
cinéma, mouvements artistiques et sociaux, art de vivre, télévision, mode, théâtre, performance, 
activisme, pratiques curatoriales, design et technologie. Comment les avant-gardistes et les 
modernistes européens donnent-ils une forme esthétique aux crises ? Quelles sont les stratégies et les 
tactiques de représentation utilisées dans leurs pratiques ? Quelles expériences affectives (ou autres) 
leur travail permet-il d’acquérir ? L’impact des crises se retrouve dans leurs pratiques expérimentales, 





Extrêmement importants dans le processus de sélection des propositions, dont trois quarts ont 
finalement été retenues, ont été les professeurs de Leuven Sascha Bru (Théorie et Etudes Culturelles, 
organisateur principal), Mark Delaere (Musicologie), Leen Engelen (LUCA School of Arts, Etudes 
Cinématograpiques), Hilde Heynen (Architecture), Kate Kangaslahti (Histoire de l’Art, Co-organisatrice 
Principale), Martin Kohlrausch (Histoire), Bart Philipsen (Etudes Théâtrales), et également Anne 
Reverseau (UC Louvain, Photographie), Inga Rossi-Schrimpf (Curateur au Royal Museums of Fine Arts 
of Belgium, RMFAB), Christel Stalpaert (Etudes de Performance, Ghent University) and David Ayers 
(Littérature, University of Kent). Nous sommes également reconnaissants aux collègues qui ont été 
contactés dans le processus de sélection en tant que réviseurs « aveugles ». Merci, votre expertise 
combinée était essentielle.  
 
Les jeunes chercheurs du laboratoire de recherche du MDRN, qui auraient fait beaucoup si seulement 
la conférence avait eu lieu, en aidant les participants de toutes les manières possibles : Fatima 
Borrmann, Phyllis Boumans, Nadja Cohen, Clarissa Colangelo, Leanne Rae Darnbrough, Cyril de Beun, 
Robrecht De Boodt, Stijn De Cauwer, Ben De Witte, Bart Dreesen, Niki Hadikoesoemo, Wojciech 
Kaftanski, Bram Lambrecht, Carlo Leo, Lin Li, Quentin Nerinckx, David Pinho Barros, Martina Piperno, 
Hannelore Roth, Michiel Rys, Mathieu Simard, Abigael van Alst, Carmen Van den Bergh, Tom 
Vandevelde, Daniel Villegas Velez et Chiara Zampieri. Nous remercions également leurs superviseurs et 
co-hôtes : Jan Baetens, Elke D’Hoker, Anke Gilleir; David Martens, Bart Van Den Bossche, Kris Van 
Heuckelom and Nidesh Lawtoo, pour leur soutien.  
 
Les organisations qui avaient déjà accepté de sponsoriser l’événement : le laboratoire de recherche de 
MDRN, la faculté de lettres de l’Université de Leuven, la faculté de lettres et philosophie de l’Université 
de Ghent, le Musée d’Art Contemporain, Anvers (M HKA), le Musée Royaux des Beaux-Arts de 
Belgique, et le Lieven Gevaert Centre for Photography. Merci ! En conclusion, un mot de remerciement 
pour les éditeurs qui se seraient rendu à Leuven avec leurs stands de livres.    
 











T.J. Clark, born in Bristol, England, took a BA in Modern History at Cambridge, and a PhD in Art History 
at the Courtauld Institute, University of London. He taught at various places in Britain and the USA, and 
from 1988 to 2010 at the University of California, Berkeley, where he was George C. and Helen N. 
Pardee Chair Emeritus. Clark is the author of a series of books on the social character and formal 
dynamics of modern art: The Absolute Bourgeois: Artists and Politics in France 1848-1851 (1973); Image of 
the People: Gustave Courbet and the 1848 Revolution (1973); The Painting of Modern Life: Paris in the Art 
of Manet and his Followers (1984); and Farewell to an Idea: Episodes from a History of Modernism (1999); 
as well as Afflicted Powers: Capital and Spectacle in a New Age of War (written with “Retort”, 2005); The 
Sight of Death: An Experiment in Art Writing (2006); and Picasso and Truth: From Cubism to Guernica 
(2013). In 2013 he co-authored, with Anne Wagner, Lowry and the Painting of Modern Life, a book 
accompanying an exhibition at Tate Britain. In 2017, he co-curated a second exhibition with Wagner at 
the Reina Sofia Museum in Madrid, Pity and Terror: Picasso on the Path to Guernica. For the past several 
years he has written art criticism regularly for the London Review of Books. His most recent book, 
entitled Heaven on Earth: Painting and the Life to Come, with chapters on Bruegel, Giotto, Poussin and 
Veronese, appeared in 2018. 
 
Hedonism, Modernism, Catastrophe: Matisse’s Garden at Issy, 1917 
 
Matisse’s Garden at Issy was painted in a Paris suburb in 1917, at a time of war and revolution. The 
exchanges of fire at the front to the north could sometimes be heard in Matisse’s studio. The world of 
Mallarmé and Cézanne — the structure of belief and assumption that had made their kind of aesthetic 
concentration possible — was going down in flames. Matisse’s Garden is full, I shall argue, of a 
consciousness of that ending — Matisse, after all, was just as deeply a nineteenth-century man as the 
older modernists he revered — and the painting struggles to decide what, if anything, from the past of 
French art might still be usable in the chaos. Cézanne and Monet are presiding deities. Hedonism and 
“formalism” remain art’s non-negotiable values — the only answers it has to a corrupt and 
disintegrating culture, with its constant call to take sides and speak to “higher things”. The view taken 
of the realm of art in Garden is ironic and unsparing — despair may be close — but Matisse’s 










Ken Hirschkop  
 
Ken Hirschkop is Professor of English at the University of Waterloo, Canada. After a brief stint as an 
apprentice harpsichord maker, he decided to study literature, holding posts at the University of 
Southampton and the University of Manchester before moving to Canada. Hirschkop is a leading 
international scholar on Marxist literary theory. His books include Mikhail Bakhtin: An Aesthetic for 
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Why They Talked about Language as the Crisis Deepened 
 
In this paper I want to yoke two phenomena – one artistic and intellectual, the other social and political 
– together. The artistic and intellectual phenomenon is what we now call the ‘linguistic turn’:  the 
strikingly rapid, even precipitous decision to reorientate a number of intellectual fields (philosophy, 
literary criticism, psychology, politics, poetry) around language, often a particular model of language, 
so that doing philosophy became a matter of analysing the language in which we spoke about the 
world, doing literary criticism became a matter of analysing the ‘autonomous value’ of the word, and 
writing poetry became a matter of exploring and exploiting the resources of ‘the word as such’. The 
social and political phenomenon was the crisis of democratization – not of democracy, which wasn’t 
nearly widespread enough to have a crisis, but of the gradual, albeit contentious democratization of 
European nations between, say 1880 and 1930. Democratization was contentious in a simple sense, 
because the ruling classes of Europe didn’t like it and thought it would lead to mob rule and anarchy.  
It was contentious in a complex sense because it required European nations to rethink what it was that 
made them nations, that guaranteed their cohesion and orderliness.  The expansion of political society 
didn’t just change it quantitatively, but qualitatively – it wasn’t at all clear what, given this great mass of 
citizenry, the atomizing tendency of the market, and persistent conflicts over resources, would hold 
things together. I don’t think Viktor Shklovsky, the founder of literary theory, Velimir Khlebnikov, author 
of the manifesto ‘The Word as Such’, or Gottlob Frege, Bertrand Russell or Ludwig Wittgenstein were 
interested in solving the problems caused by democratization.  But all of them – together with others 
like Cassirer, Ogden and Richards, Bakhtin, and Saussure – were interested, nay, obsessed by language 
and its properties, and they were convinced that attending to language and cultivating its development 
would reap immense rewards, both to their disciplines and to European culture more generally.  
Thinking about language as a vehicle for social and cultural change put them, unwittingly, on a collision 
course with democratization, so that discussing language’s structure and the forces within it became a 
matter of discussing the problems created by democratization.  
My argument has three steps. To begin with, I demonstrate the pervasiveness of linguistic turns 
in the late nineteenth and early twentieth centuries. Across Europe and across disciplines intellectuals 
looked to language for resources to resolve the crises of their time. The linguistic turn in philosophy, 
which led so much of the discipline to think of philosophical problems as problems in our language, 
was only one of many, complemented by turns to language in literary criticism (the Russian Formalists, 
Bakhtin), in psychology (Ogden and Richards), philosophy of science (Cassirer), political theory 
(Gramsci, Sorel) and in the refounding of linguistics itself by Saussure. Secondly, I think these linguistic 
turns have a common structure, in that each contrasts an idea or picture of ‘language as such’ with 
actually existing language, understood as speech that has somehow strayed from its mission or been 
distorted by forces external to language. Linguistic turns see language as harbouring valuable forces, 
but also as bent out of shape: by mythical thought, by the meddling activity of intellectuals, by habit, 
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by political power, and so on. The task of the turns is to remind us of what language is capable of and 
to restore an original harmony, vibrancy or cohesion. Thirdly, I show how the various pictures of 
language as such intersect with the problem of a democratic social order.  In the work of some writers 
‘language as such’ is a model of a popular and democratic social cohesiveness, an unforced and even 
consensual social bond – although it is often unforced precisely to the extent that it precludes any kind 
of active debate or argument over the terms of the bond.  In the work of others, ‘language as such’ is 
the site of an untapped liveliness, a native dynamism that drives history forward without wrecking the 
society that bears it.  In this way intellectuals, avant-garde and modernist, who pursue a linguistic turn 
end up doing social theory by other means, debating problems of European society through discussion 
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Cartographies of Crisis: Mona Hatoum’s Geopolitical Mappings 
 
Mona Hatoum’s maps come into being under the signs of erasure, absence, contingency, and 
dispersal. Frequently, these maps lie on the ground, where they might be overlooked or stepped on, 
and where the distinctions between map and floor, map and territory, begin to blur. At other times, 
they seem on the point of slipping out of view, with landmasses laid out in clear glass marbles 
shimmering across the floor, or emerging like ghostly traces, white on white, from their pictorial 
support. Rather than provide a fixed, schematic view of preexisting, seemingly objective geopolitical 
regions, or delineate the routes that traverse them, Hatoum’s maps themselves are often in motion or 
they imply the possibility of movement and dissolution. Made of materials such as sand, blocks of soap, 
glass marbles, neon tubing, strands of hair, bent clothes hangers, oil stains, disposable paper trays, and 
gouged-out carpets, they arouse contradictory sensations. Not easily touched or handled, Hatoum’s 
maps nonetheless engage the viewers’ body and lived experience, raising questions about the stability 
of national boundaries, as defined by nativity, history, and existing law, as well as about the disjunction 
between the abstract juridical status of the citizen or refugee and concrete forms-of-life. Works such as 
Hot Spot of 2006—a cagelike globe overlaid with sizzling red neon that traces the contours of the 
world’s continents—identify the entire globe as a dangerous zone, while Suspended of 2011—a series of 
maps of the world’s capital cities oscillating on swings—brings into view the conflict and multiplicity of 
interlocking identities within so many of today’s metropolitan centers. Her works create corporeal, 
mnemonic, and affective experiences of place, of freedom of movement or confinement, of home and 
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What if …: A Comparative and Counterfactual Approach to International Crises of the Avant-Garde 
 
In the canonical narrative of the avant-garde (understood in sociological terms, and encompassing the 
second half of the 19th century), new aesthetic innovations tend to be presented as emerging from 
some foundational moment: a seminal exhibition, an incendiary manifesto, a scandalous event; 
emerging, in short, from a crisis. Yet looking beyond the specificities of each context, each group, each 
moment, and each individual artist, these crises should be compared with one another, over a long 
period of time, and on an increasingly global scale. Such a comparison becomes an even more 
interesting thought experiment if it is undertaken in conjuncture with a counterfactual history: one that 
does not assume that any crisis is necessary or inevitable, but rather asks why it did not occur earlier or 
later, why it appeared here and not there, and why it manifested through some practices rather than 
others. With this in mind, I will focus on three "late" ruptures, three crises which, if we accept their 
aesthetic, social, and generational justifications, could – or perhaps even should – have occurred earlier 
than they did: the explosive colours of German Fauvism and Expressionism around 1905, the 
sadomasochistic performances of Fluxus, Viennese Actionism, and the NeoDada Organizers around 
1962, and the general global political turn of avant-garde artists after 1965. These ruptures are 
surprising in that they saw the simultaneous emergence of very similar practices in very different parts 
of the world, and this without any proof that they were influenced by one another (despite a number of 
hagiographical narratives that seek to show the contrary). The international simultaneity of these 
ruptures is in stark contrast with the exceptional individual personalities and the very specific, local 
historical and psychological phenomena that underpinned them. Through the study of these moments, 
I hope to encourage an approach to the crises of the avant-gardes that accounts equally for their local 
and international contexts and which is situated at the crossroads of art history, sociology and a 
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Versions of a Public Self. Gertrude Stein’s Self-Portraiture 
Ulla Haselstein, Freie Universitaet Berlin 
 
Celebrity Culture and Some Portents of Crisis: The Contemporary Scene and the Case of Gertrude Stein 
Varghese John, Mahatma Gandhi University 
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37. La crise de la connaissance au tournant du XXe siècle : débuts, évolution, solutions artistiques et scientifiques 
 
La crise du réalisme au début du XXe siècle: de l'impressionnisme au dadaïsme  
Ioana-Eliza Deac, l'Université Babeş-Bolyai  
 
Title tbd 
Shindô Hisano, l’Université Matsuyama 
 
Crise de l’ésthétique traditionnelle : crise du Beau 
Mariia Pshenichnikova, Sorbonne Université 
 
 
38. (Roundtable) Crisis in Academic Publishing & Launch of new Journal of Avant-Garde Studies 
Chair: Masja Horn, Brill Acquisitions Editor 
 
Benedikt Hjartarson, University of Iceland 
Bojan Jovic, Institute for Literature and Arts 
Eva Forgacs, Art Center College of Design Pasadena 
Sami Sjoberg, University of Helsinki 
 
 
39. (Roundtable) Collage, Meaning, and Crisis 
Chair: Madga Dragu, Indiana University, USA 
 
Elza Adamowicz, Queen Mary University of London 
David Banash, Western Illinois University 
Wojcjech Drag, University of Wrocław 
Rachel Farebrother, Swansea University 
David Hertz, Indiana University 
 
 
40. (Roundtable) The Canon in Crisis – How to change dominant narratives in the history of modernism 
Chairs: Änne Söll, Ruhr-Universität Bochum and Burcu Dogramaci, LMU München 
 
Änne Söll, Ruhr-Universität Bochum  
Burcu Dogramaci, LMU München 
Bärbel Küster, University of Zurich 
Noémie Etienne, University of Bern 
Marie-Laure Allain Bonilla, University of Basel 
 
 
41. Krise innerhalb und auβerhalb des Textes 
 
Krise und Urteil. Dramen- und medienhistorische Überlegungen zur Produktivität der Krise in Bertolt Brechts 
Hörspiel “Das Verhör des Lukullus” 
Zoë Ghyselinck, Ghent University 
 
Agency und Nieuwe Zakelijkheid 
Nele Demedts, WWU Münster 
 
Krise der Sprache, Sprache der Krise? Konrad Bayers Romanfragment “der sechste sinn” 




Auswege aus dem Ausnahmezustand in Hofmannsthals Poetik des Schweigens. Eine exemplarische Analyse des 
“Salzburger großer Welttheater”,  “Ein Brief” und “Augenblicke in Griechenland”. 
Hector Feliciano, Northwestern University 
 
 
42. Histoires critiques: épisodes de l'avant-garde du XXe siècle 
 
Histoire, crise, avant-garde : incompatibilités fondamentales 
Harrie Veivo, Université de Caen Normandie, France 
 
L’expérience moderniste en Géorgie versus les crises historiques (1916-1928) 
Atinati Mamatsashvili, Université d’État Ilia, Georgia 
 
LIBERTÉ ET NON LIBERTÉ : Quelques notes sur la scène artistique slovaque non officielle des années 1970 et 1980 
Zuzana Bartošová Ph.D, Slovak Academy of Sciences 
 
Crise de la critique ou crise de la musique ?  
Émile Vuillermoz face à l’avant-garde musicale de l’entre-deux-guerres 
Marie-Pier Leduc, Université de Montréal 
 
 
43. Crise Poétique 
 
Mallarmé et Reverdy, deux poètes qui théorisent et réinventent la poésie dans des périodes de crise 
Rebeca Schumacher Eder Fuão, University of Oslo 
 
Du “problème” à la “crise” de l’esprit : itinéraire de l’œuvre de Pierre Reverdy 
Aurore Vincent, l’Université Paris-Nanterre (X) 
 
Rimbaud mexicain 
Anastasia Gladoshchuk, l’Université d’État de Moscou 
 
 
44. Crises du langage et de l’objet  
 
Entre crise de la représentation et crise de l’object représenté : les Nabis et le surréalisme 
Andreea Apostu, l’Université de Bucarest et l’Université de Poitiers 
 
Mallarmé, Breton et la crise : de Crise de vers à Crise de l’objet 
Angelos Triantafyllou, l’Université de Versailles Saint-Quentin-en-Yvelines 
 
L’exile des mots 
Roxane Enescu, Université Libre de Bruxelles 
 
 
45. Crises inachevées en architecture  
 
Architecture de l’habitat au tournant du XXème siècle :  
le concept de crise à l’épreuve d’une économie de la disparition 





La revue d’avant-garde G : Material zur elementaren Gestaltung (Hans Richter, 1923-1926) : un laboratoire 
expérimental qui répond à la « crise » artistique, culturelle et politique sous la République de Weimar 
Livia Plehwe, l’Université Paris-Sorbonne (Paris IV) 
 
La mort du modernisme – une figure rhétorique de la critique d’architecture ou un vrai déclin d’un style ? 
Dorota Jędruch, l'Université Jaguellone de Cracovie 
 
 
46. Les genre(s) des crises 
 
Exploitation littéraire d’une masculinité en crise : le roman de déformation dada. 
Chloé Lamaire, l’Université de Lorraine et l’Université d’Augsbourg 
  
« Défier notre monde violé par tous les réalistes et les vertueux » :  
le geste d’avant-garde de la « petite littérature » LGBT (2010-2020) 
Émile Bordeleau-Pitre, l’Université du Québec 
 
Rupture identitaire et intertextualité dans l’écriture de Laura Lindstedt et Leïla Slimani 
Anne Riippa, l’Université de Helsinki 
Kaiju Harinen, l’Université de Turku 
 
 
47. Mettre en scène la crise, hier et aujourd’hui 
 
La Cris(i)ologie et la performance en Grèce entre 2010-20 
Demosthene Agrafiotis, poète et plasticien 
 
Un théâtre de la crise : La Première aventure céleste de M. Antipyrine 
Mariana Orawczak Kunešová, l’Université Paul - Valéry Montpellier 3 et de l’Université Masaryk 
 
L’Angoisse des Machines de Ruggero Vasari : de la modernolâtrie futuriste au désespoir. 
Margaux Lyonnet, l’Université de Lille et l’Université Bordeaux Montaigne 
 
 
48. Tout est foutu ? Crises de mots et d’images 
 
Crise de la danse en roman graphique. Le butō entre tradition japonaise, modernité américaine et  
avant-gardes européennes dans Frapper le sol de Céline Wagner 
Mathieu Simard, KU Leuven 
 
The Order of Montage and Disorder of the World. Tout est foutu by Maximilien Vox and Carlo Rim (1932). 
Max Bonhomme, Paris-Nanterre University 
 
Une crise des modalités de perception sensorielles 
Danièle Méaux, l’Université de Saint-Étienne 
 
 
49. Avantgardistische Praktiken als Antwort auf Krisenerfahrungen: Eine Vergleichende Betrachtung 
 
Weibliche Experimentierlust in der Performance- und Aktions-Kunst:  
Yoko Ono, Marina Abramovich und die Guerrilla Girls 




Künstlerischer Aktivismus in New York um 1990 
Lutz Hieber, Leibniz Universität Hannover 
 
Politik der Kunst – Joseph Beuys versus Pussy Riot  
Karen van den Berg, Zeppelin Universität in Friedrichshafen 
 
Doppeltes Interesse: Kunst und Leben. Der Fall Otto Mühl 
Tasos Zembylas, University of Music and Performing Arts 
 
 
50. National(ist) Crises 
 
Contesting French supremacy in the arts:  
André de Ridder and constructive expressionism as a cosmopolitan Nordic current 
Chara Kolokytha, University of Ioannina 
 
Living in a “Post Truth” World:  
Massimo Bontempelli and Italian Late Modernism 
Luca Somigli, University of Toronto 
 
Modernism in Transition and Crisis: The example of inter-war Greece 
Elena Hamalidi, Ionian University 
 
A Classical Modernity: Fascist Theatre between Crisis, Antiquity, and the Avant-Garde 





‘how to be grim without groaning’: the stoic comedy of Elizabeth Bishop and Buster Keaton 
George Potts, University of Oxford 
 
The Chaplin Vaccine: Crisis, Taylorism and Immunisation in Early-Soviet Film Theory, Science and Fiction 
Asiya Bulatova, CEFRES 
 
Suspension of production – impact of Eisenstein’s Strike  
Magdalena Radomska, Adam Mickiewicz University 
 
 
52. Literary Conceptions of Crisis 
 
Experimenting in the Face of Societal Crisis: British Women’s Fiction in the Wake of the Second World War 
Hannah Van Hove, Vrije Universiteit Brussels 
 
The Song at the End of the Future: On the (Mouse) People 
Wayne Stables, University of the Witwatersrand 
 
The Moment of Crisis and Modernist Strategies in Lord Jim 







53. Critical Mobility 
 
Imagining Post-Communist (Im)Mobility: The “Road Crisis” in Neo-Avant-Garde Poetry of the 2010s 
Kris Van Heuckelom, KU Leuven & Dorota Walczak-Delanois, l’Université Libre de Bruxelles 
 
Crisis of the Color Line: Nella Larsen and the Transatlantic Figurations of Race 
Iida Pöllänen, University of Oregon 
 
The Balkan Avant-Garde:  
The Meta-Gothic Representation of World War II and Refugees in Olivia Manning’s The Balkan Trilogy 
Hogara Matsumoto, Sophia University 
 
To Tame an Alien World 
Giedrė Jankevičiūtė, Lithuanian Institute for Culture Research and Vilnius Art Academy 
 
 
54. Soviet Crises 
 
The crisis of interpretation: Revolution 1917 as a make-believe cradle of Russian avant-garde 
Olga Olkheft, Bielefeld University 
 
Crisis Sources and Anti-Crisis Practices of the Russian Avant-Garde: Institutional Engineering (1917-1928) 
Natalia Strizhkova, Russian State Archive of Literature and Arts 
 
The Soviet Group October on the Edge of the Project of the Avant-Garde 
Valerija Kuzema, Museum Barberini 
 
 
55. Crisis in Literary Composition 
 
Ulysses in Europe: Writing on the Move, A Continent at War 
Ronan Crowley, University of Antwerp 
 
Vorticism in the 1930s – A Late Flowering in Ezra Pound’s Eleven New Cantos (1934) 
Roxana Preda, University of Edinburgh 
 
A Crisis in Composition: Experimental Writing as Analysis in Stein 
Allen C. Jones, University of Stavanger 
 
 
56. Narrative Crisis 
 
The Event and the Narrative: Rancière with Proust 
Rok Benčin, Slovenian Academy of Sciences and Arts 
 
The Beleaguered Self and the Politics of (In)Coherence:  
Crisis of Subject, Representation, and the Novel in C. E . Gadda 
Jobst Welge, Leipzig University 
 
Kairos, krisis and poiesis: Virginia Woolf’s unpredictability 





57. Judging Crisis 
 
Interpreting Crisis, Rethinking the Avant-Garde 
Zrinka Božić Blanuša, University of Zagreb 
 
The Crisis is an Opportunity 
Lilly Markaki, Royal Holloway University of London 
 
Adorno and Rancière on the Crisis of Modern Aesthetics 
Irmeli Hautamäki, University of Helsinki 
 
 
58. How to Perform a Crisis 
 
Cultural Crisis on Stage: Hugo Ball’s Expressionist Theatre  
Essi Syrén, University of Turku 
 
“Of Crisis”  
Michal Kobialka, University of Minnesota 
 
Crisis by agitation: on the avant-garde's activism and contemporary politics of performance 
Umut Ungan, The School for Advanced Studies in Social Sciences 
 
 
59. Europe in Crisis: Changing Theatre / Changing Identities in Central – Eastern Europe (Session I) 
 
“Europe’s hour of death draws near.” (Kosovel): Slovene Avant-garde and the Conceptual Crisis of Europe 
Tomaž Toporišič, University of Ljubljana 
 
The True End of the Age of Theatre.  
Death on a Pear Tree by Witold Wandurski and the Post-War Crisis of European Culture 
Dariusz Kosiński, Jagiellonian University 
 
Don’t build theatres! Avant-garde theatre between bourgeois architecture and workers’ event-space 
Martin Bernátek, Palacký University Olomouc 
 
 
60. Europe in Crisis: Changing Theatre / Changing Identities in Central – Eastern Europe (Session II) 
 
State vs. Avant-Garde Experiments – Banned Avant-Garde Theatre  
Dance Productions in Hungary during the 1920s-1930s 
Zoltan Imre, Eötvös University 
 
Boston in Warsaw. Avant-garde responses to the Sacco-Vanzetti case and political crisis after 1927. 
Przemysław Strożek, Polish Academy of Sciences, Staatliche Kunstsammlungen Dresden 
 
Society in Crisis. Witkacy’s The Cuttlefish in the Interpretations of Interwar Cricot and Postwar Cricot 2 Theatre. 








61. Art Practices and Activism in Public Space: Is the Crisis Within or Outside the Art Institutions? 
Chair: Nesli Gül Durukan 
 
The Evaluation of Civil Movements in the Context of Art Practices After 1990 
Itir Demir, independent artist and educator 
 
A Debate of Activism over the Art Practices in Public Space After 1980 
Kardelen Fincanci, independent artist 
 
Archiving Practices of Artists in Contemporary Art: Reactivating the Archive Within or Outside the Art Institutions 
Nesli Gül Durukan, independent researcher, curator, art writer 
 
 
62. The Crisis of Historicism 
 
British Modernism and The Crisis of Historicism 
Henry Mead, University of Tallinn 
 
Woolf with Lacan: explorations of the crisis of a failure in collective mourning 
Katharine Swarbrick, University of Edinburgh 
 
The Unfulfilled Task of History: Reading Crisis as Self-Reflexive Performance in Virginia Woolf’s Between the Acts 
Ian Tan, University of Warwick 
 
CrisISM: artistic “isms” as a historiographical impediment 
Michał Wenderski, Adam Mickiewicz University 
 
 
63. Contested Temporalities 
 
Modernism and the School of Anachronism – Nietzsche, Freud, Warburg  
Anna Montebugnoli, University of Kent 
 
Modern Art and the Critique of Crisis 
Rahma Khazam, Sorbonne Paris 1 
 
“Rancid" Theology and “Pure Poetry” : The Modernist Heresy and Its Literary Offshoots 
Joanna Rzepa, University of Essex 
 
 
64. The Rhetoric of Crisis 
 
“Post-party depression”. Metaphors of crisis in Polish art criticism of the 1930s 
Diana Wasilewska, Pedagogical University of Krakos 
 
Crisis of Identity and Pathological Metaphors in Spanish Modernist Fiction 
Professor Katharine Murphy, University of Exeter 
 
Impoverished Languages: On Deprivation and Crisis in French & Spanish Modernities 
Eloi Grasset, University of California 
 
Paul Valery: An Unlikely Avant-Garde Writer and the Sabotage of Populist Discourses 
Nikolay Todorov, Independent Scholar 
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65. Critical Bodies  
 
Dental Defamiliarisation: Teeth as Sites of Posthuman Subjectivity in Modernist Literature 
Ruth Clemens, Utrecht University 
 
Crises around the modernist bodies: A case study of Social Museum Budapest (1901-1945) and St. Petersburg 
Hygiene Museum (1893) 
Eszter Öze, freelance curator and researcher 
 
The Crisis and Power of the Female Body in Virginia Woolf’s The Years (1937) 
Erica Aso, Aoyama Gakuin University 
 
 
66. Playing at War 
 
Crises in a minor key: comics children and war times 
Maaheen Ahmed, Ghent University 
 
“The Future Belongs to Us!” Children in Soviet and German Propaganda Photographs Published in USSR in 
Construction and N.S. Frauen-Warte, 1930-1939 
Silja Pitkänen, University of Jyväskylä 
 
MANIFESTO! (Avant-garde edition): Game Design for Times of Crisis 
Julian Hanna, Madeira Interactive Technologies Institute 
 
 
67. Cool and Cold Crises: Neo and Contemporary Avant-Garde Music 
 
Coney Island’s Strange Doubling:  
Music, Uncanny Bodies and the Crisis of Theatre in Steven Takasugi’s Sideshow (2015) 
Elaine Fitz Gibbon, Harvard University 
 
“Crisis sounds so cool!” Contemporary Music, Intermedia Art Practices and Digitisation 
Monika Voithofer, University of Graz 
 
The Velvet Curtain. Trauma Aesthetics and Lithuanian Musical Imagination in the Post-Communist Era 
Rūta Stanevičiūtė, Lithuanian Academy of Music and Theatre 
 
 
68. Translating Crisis 
 
Modernist translation and the crisis of languages: T.S. Eliot and Anabasis 
Juliette Taylor-Batty, Leeds Trinity University 
 
“Poetry is the Universal Language”: Translation, Multilingualism, and Randomness in Poesia: Rassegna 
internazionale, 1905-09 
Nicoletta Asciuto, University of York 
 
The Language of Crisis and Language in Crisis. A contrapuntal reading of aspects of the language debate in 
Finnish modernism of 1950s 





69. Queering Crisis 
 
The Crisis of Racism in Blues: A Magazine of New Rhythms 
Paul Bradley Bellew, Fu Jen University 
 
Personal and collective crisis: Sexuality and Power in E.M. Forster’s Maurice 
Petar Penda, University of Banja Luka 
 
The Affective Resonance of Queer Temporality in Stanzas in Meditation by Gertrude Stein 
Laurel Cunningham, Utrecht University 
 
Sounds of crisis in Polish prose from the turn of 19th and 20th centuries 
Magdalena Krzyżanowska, University of Warsaw 
 
 
70. Avant-Garde Agency and the Narrative of Architectural Space 
 
A Model of Architectural “Avant-Garde” Agency: Intra-active Crisis Narration 
Lina Stergiou, Xi’an Jiaotong Liverpool University Suzhou 
 
Unnarrating places: Alfred Jarry and Doctor Faustroll’s Paralogical Spaces 
Nicolas Piedade, University of Limoges 
 
The productivity of crisis in the oeuvres of Rem Koolhaas, Patrik Schumacher and Bjarke Ingels:  
A comparative cultural diagnosis of contemporary architecture 
Kasper Lægring, University of Copenhagen 
 
Phantom Figure: The Town Centre of 1960s England as an Alternative Architectural Project on the City 
Jared Macken, University of Copenhagen 
 
 
71. Avant-Gardes and Artistic Education in Crisis. 
Chair: Sonia de Puineuf 
 
Permanent Crisis, Permanent Reform.  
Avant-Garde Artists and Artistic Education as a Network in the Weimar Republic 
Alexandra Panzert, University of Applied Sciences Hanover 
 
“The school is 40-50 years behind the industry and the business” 
Iva Knobloch, Museum of Decorative Arts and Academy of Art, Design and Architecture in Prague 
 
Modern National Identity through Modern Artistic Education 
Klára Prešnajderová, Slovak Design Museum 
 
Artist as Prototype of the New Man: Avant-Gardes and the Space-Time of Artistic Education 
Sonia de Puineuf, Université de Bretagne Occidentale 
 
 
72. Alter-Modernity : Bodies and Fabulations 
 
Obscene : Performativity of the Crisis and the Crisis of Performance Art 




AIDS in Polish Transformation’s Art: Modernisation as Crisis 
Dorota Sosnowska, University of Warsaw 
 
(Re)Telling Funding Myths of the Moderns: To Finish with Biopolitics 
Małgorzata Sugiera, Jagiellonian University 
 
 
73. Avant-Garde, Art in Crisis and the Beauty of Catastrophe 
 
Embracing the State of Crisis. The Avant-Garde’s Theoretical Background 
Michalina Kmiecik, Jagiellonian University 
 
“Defilada umarłych bogów” (The parade of the dead gods).  
The Polish catastrophic avant-garde of the 1930s and the example of the Żagary group from Wilno (Vilnius). 
Jarosław Fazan, Jagiellonian University 
 
Avant-garde in an apocalyptic tone – modernist transpositions of the crisis  
Iwona Boruszkowska, Jagiellonian University 
 
 
74. Critical Episodes / Episodes in Criticism 
 
Crisis in the Theory of the Avant-garde: János Mácza, Artistic Praxis, and Marxist Sociology 
Irina Denishenko, Vanderbilt University 
 
Is Non-Affirmative Painting a Type of Crisis in the Art Sphere? 
John Thompson, University College Cork 
 
Out of Work in the 70s: How Conceptual art brought the crisis home 
Ann Stephen, University of Sydney 
 
When Dada Was Dangerous: “Dada Spectrum” and Its Legacy 
Brett M. Van Hoesen, University of Nevada 
 
 
75. Critical Moments / Moments in Criticism 
 
The Crisis of the Beautiful: A Trans-European study on the meaning of the Beautiful in the late 19th century 
Elena Korowin, University of Freiburg 
 
Edgar Wind on Klee’s illustrations for Voltaire’s Candide, and the Crisis of existentialism 
Ben Thomas, University of Kent 
 
Defining and re-defining modernism in relation to the crisis of the 1960s 
Andrew McNamara, Queensland University of Technology 
 
Marxism without Guarantees: Stuart Hall and the Crisis of Marxism  








76. Situationist Crises 
 
The Situationist International as the last Avant-Garde Movement 
Helena Sederholm, Aalto University School of Arts, Design and Architecture 
 
How to survive in a time of crisis? On the actions of the Situationist International and Fluxus 
Caroline Ugelstad, Henie Onstad Kunstsenter 
 
Ideological Stability and Aesthetic Wagers: Asger Jorn on Art in the Postwar Economic Miracle 
Pehr Englén, Université de Strasbourg 
 
 
77. Designing Crisis 
 
Crisis and Nostalgia: The Case of Contemporary Design 
Sebastian Mühl, Alpen-Adria-University Klagenfurt and University of the Arts Bremen 
 
“The Strangest Mass-Produced Merchandise Imaginable:” Hannah Höch and the Ullstein Sewing Pattern 
Max Boersma, Harvard University 
 
China on the Aestheticist’s table: Re-visiting Oscar Wilde’s imagined other 
Burkhard Meltzer, University of the Arts Zurich 
 
 
78. Staging Crisis 
 
“Life-Art”: Asja Lacis’ Theatre of Revolutionary Form 
Mommo Woisnitza, Leuphana University Lüneburg 
 
“Very up-to-date theatre exhibition”? – a study of conceptual and comprehension crisis 
Joanna Stacewicz-Podlipska, Institute of Art of the Polish Academy of Sciences 
 
“Wir haben kein Theater!” / “We do not have any Theatre!”- Czech avant-gardistic stage in 20s – crises of 
programmes, conceptions and personalities 
Andrea Jochmanová, Moravian Museum Brno and JAMU Brno 
 
How to escape the crisis of art versus money: patronage and valuation in modernist theatre 
Helleke van den Braber, Radboud University and Utrecht University 
 
 
79. Abstract Crisis / Crisis in Abstraction 
 
Ivan Kliun’s shift from suprematism to purism  
as a symptom of the crisis of abstract painting in Russia in the second half of the 1920s 
Maria Timina, Pushkin State Museum of Fine Arts 
 
Art Without Subject: Theorising Anonymity in Avant-Garde Painting and Theatre in the 1890s 
Joyce S. Cheng, University of Oregon 
 
Musical Imagery and the “Figurative Abstraction” Problem in Nicolas de Staël’s Paintings of the 1950s 





80. Crisis of Surrealism 
 
Surrealism and Marine Biology, A Crisis of the Senses 
Christina Hefflin, Royal Holloway University London 
 
There’s something rotten in the realm of pornophilia. The poetics and politics of collage novels in Czech 
Surrealism 
Hélène Martinelli, École Normale Supérieure de Lyon 
 
Vraisemblance in Crisis. The Poetics of Derealisation in Romanian Surrealism. Case Study: Gellu Naum’s Zenobia 





Renaissance Subject, Ecological Crisis and Constructivist Ethics 
Anita Srebnik, University of Ljubljana 
 
Global climate Crisis and transsituational art practices – posthuman and postrepresentation in Noora Sandgren’s 
and Tatu Gustagsson’s oeuvre 
Riikka Haapalainen, Aalto University 
 
Death, Hesitation: Herman Broch’s The Death of Virgil and our Understanding of Crisis, the Apocalypse and Life 
Sven Anders Johansson, Mid Sweden University 
 
 
82. Surrealism in Crisis 
 
Not funny anymore. The impact of WWII on surrealism. 
Marie Godet, l’Université Libre de Bruxelles 
 
For or against the revolution ? Surrealism, Victor Brauner and their reception in Bucharest in the 1930s 
Irina Cărăbaş, National University of Arts Bucharest 
 
Óscar Domínguez and the Iconography of Surrealist Subversion 
Abigail Susik, Willamette University 
 
Terrifying Beauty.  Self-Performances between Art and Life in Leonor Fini’s Oeuvre  
Andrea Kollnitz, Stockholm University 
 
 
83. Dada Crises / Critical Dada 
 
The Dada Almanac and Revolutionary Time 
Andreas Kramer, Goldsmiths University of London 
 
“Genius is nothing but an extravagant manifestation of the body”: Embodying the Crisis of the Artwork 
Yasna Bozhkova, Université Sorbonne Nouvelle-Paris 3 
 
Dada, Politics and Crisis 





Change Must Come: Accepting the Unacceptable in Yugo-Dada 
Kristina Pranjić,  University of Nova Gorica 
 
 
84. The Contemporary: A Crisis! 
 
Crisis of the Contemporary: The End of Art 
Elizabeth Pulie, artist 
 
Reframing the Individual: The Sun, Process Ontology and Sonne München, 1994 
Sara Yazdani, University of Oslo 
 
Crisis Orientalism: The case of Athens documenta 
Rea Walldén, National and Kapodistrian University Athens 
 
New Technological Horizons in Contemporary Art? 
Justyna Minkiewicz, Polish Academy of Science 
 
 
85. Documents of Crisis 
 
The experimental avant-garde art of Franciszka and Stefan Themerson as a way of dealing with crisis 
Honorata Sroka, University of Warsaw 
 
Contimporanul: the story of a political crisis in images 
Emilia Faur, Babes-Bolya University 
 
A Voice of Ultra: On Guillermo de Torre’s Manifesto untraísta vertical 
Claudia vásquez-Caicedo Rainero, Utrecht University 
 
 
86. The Labour of Crisis 
 
The crisis of geistige Arbeit and the origins of the German avant-garde 
Nikos Pegioudis, University of Ionnina 
 
Lajos Kassák’s Avant-Garde Project in Permanent Crisis during WWI ? 
Eszter Balázs, János Kodolányi University of Applied Arts 
 
“Der Blaue Reiter” Almanac: Avant-Garde Document in Times of Disarray 
Tomasz Dziewicki, University of Warsaw 
 
 
87. Before, During, After War 
 
Indelible Visions of the World in Crisis: Critical Taxonomies of Otto Dix’s War Etchings 
Rodanthi Vardouli, Harvard University 
 
Filia and the posthuman crisis of Futurismo 





End without a “new beginning”. The neo-classicist / neo-realist trend before and during World War II and the end 
of the modernist moment in Bulgaria 
Irina Genova, New Bulgarian University 
 
 
88. Feminine Agency 
 
Crisis and Dehumanisation: Spanish Women Poets and the European Avant-Garde (1918-1936) 
Christina Bezari, Ghent University 
 
Musings: How avant-garde poets have responded to the Nuclear Age 
Esther Sánchez-Pardo, University Complutense Madrid 
 
Nancy Cunard’s Poetic Response to the Spanish Civil War 
Birgit Van Puymbroeck, Ghent University 
 
 
89. Performing Crisis 
 
Performing Crises: Öyvind Fahlström’s Kisses Sweeter than Wine (1966) 
Per Bäckström, Linneaus University 
 
Calculated Disobedience: Philip Corner’s Piano Activities and the Politics of Performance 
Victoria DeBlasio, Florida State University 
 
Terrifying Beauty. Self-Performances between Art and Life in Leonor Fini’s Oeuvre 
Adrea Kollnitz, Stockholm University 
 
 
90. Primitivism as crisis: impasses in Iberian modernisms 
Chair: Begoña Farre Torras, IHA, Universidade Nova de Lisboa 
 
Nationalism, cosmopolitanism and (anti-)colonialism in Iberian Modernisms 
Joana Cunha Leal, Universidade NOVA de Lisboa  
 
The primitivist model and the civilisation paradigm in the Portuguese narrative of modernity 
Mariana Pinto dos Santos, Universidade NOVA de Lisboa 
 
The notion of the “primitive" in art historiography in Spain after 1945 
Noemi de Haro García, Universidad Autónoma de Madrid 
 
 
91. Face à l’invasion d’images considérée comme une crise quelles réponses de la littérature ? 
Chair: Anne Reverseau, UC Louvain 
 
« Faut-il brûler le Louvre ? » La critique du musée par les écrivains de la Belle Époque 
Jessica Desclaux, UC Louvain 
 
Comment écrire face à la crise des images ? Le cas italien 
Matteo Martelli, Université de Strasbourg 
 
Quelle place pour les images dans le canon littéraire ? Le cas Gallimard 




Travailler en zigzag : le cas Butor 
Pauline Basso, UC Louvain 
 
 
92. Surrealist Periodicals Resisting the Global Crisis of Fascism 
Chair: Alicia Kent, King’s College London  
 
gaceta de arte (1932-36) at the Intersection of Fascism and the European Avant-gardes 
Caterina Caputo, University of Florence 
 
The London Bulletin between Art and “Social, Political and Ethical Side-lights” (1938-40) 
Andrea Gemels, Johann Wolfgang Goethe-Universität, Frankfurt 
 
VVV and the Second World War. Surrealist Strategies of Resisting Totalitarianism 
Alicia Kent, King’s College London  
 
 
93. Epistemological Crisis, Aesthetics and Speculative Knowledge:  
The Avant-Garde, (Para-)Science and the Legacy of Naturphilosophie (I) 
Chair: Abigael van Alst, KU Leuven 
 
Dadaist Cosmologies: The Baroness Elsa von Freytag Loringhoven's Physics 
Rachel Fountain Eames, University of Birmingham 
 
Andrei Bely’s New Science of the Universe 
Abigael van Alst, KU Leuven 
 
Literature, Quantum Mechanics and the Problem of Representing Reality 
Charis Charalampous, University of Athens 
 
 
94. Epistemological Crisis, Aesthetics and Speculative Knowledge:  
The Avant-Garde, (Para-)Science and the Legacy of Naturphilosophie (II) 
Chair: Benedikt Hjartarson, University of Iceland 
 
“Ich erlebe eine Distel”: Johannes Itten’s Early Metaphysics of Artistic Form 
Benedikt Hjartarson, University of Iceland 
 
Roger Caillois, from Generalisation to Diagonal Science: The Use-Value of Surrealism and Social-Anthropology in 
the Assimilation of the Affective and Lyrical into a Reconfigured System of Knowledge 
Donna Roberts, University of Helsinki 
 
Perpendicular ’Pataphysics: René Daumal’s Parascience and Inner Experience 
Sami Sjöberg, University of Helsinki 
 
 
95. Epistemological Crisis, Aesthetics and Speculative Knowledge:  
The Avant-Garde, (Para-)Science and the Legacy of Naturphilosophie (III) 
Chair: Sami Sjöberg, University of Helsinki 
 
“Purgatory of the Senses”: Rudolf Schwarzkogler‘s Aesthetic Panorama 




Performing Geochronology and Ritualistic Texts. On the Esoterics of the Micropress in the Anthropocene 
Ana Stanićević, University of Iceland 
 
Poetry of the Non-Human? Questions of Literary Agency in Christian Bök’s The Xenotext 
Iida Turpeinen, University of Helsinki 
 
 
96. Reading Machines and Reading the Times: Bob and Rose Brown and the 1930s Crisis in Publishing 
Chair: Alex Goody 
 
With papers by  
Craig Saper, University of Maryland, Baltimore County 
Sue Currell, University of Sussex 
Eric White, Oxford Brookes University 
 
 
97. Everyday life as Crisis — Everyday Crises as Art and/or Life 
Chair: Ralf Michael Fischer 
 
Ashcan Realism and the Crisis of the Frontier: George Bellows’ Depiction of Urban Everyday Life 
Ralf Michael Fischer, University of Tübingen/University of Trier  
 
Everyday Life as Crisis? The Return of Madness to Everyday Life by the Literary Avant-Gardes as a 
Multidimensional Crisis Venture 
Andrée Garland, University of Tübingen 
 
Everyday Life in Art and Art in Everyday Life — Crossing the Boundaries 
Larissa Maria Müller, University of Tübingen/Akadamie Schloss Solitude  
 
Pazzi e primitivi, popolo e precariato. Elements of Everyday Life in an against Crisis in the Italian Avant-Gardes 
Thea Santagelo, Free University of Berlin/University of Tübingen 
 
 
98. Diagnosing Cultural Crisis 
 
Paul Klee and the “Crisis of Expressionism”: Wilhelm Hausenstein’s Kairuan 
Charles W. Haxthausen, Williams College  
 
“Culture” (in) Crisis: Michel Leiris, Surrealist Poet, Ethnographer and Zelig of the Interwar Avant-Garde 
Daveeda Goldberg, York University 
 
Reflect the crisis or cure from it? – The Expressionist debate in the 1930s 
Tora Lane, Södertörn University 
 
 
99. Einfach Kritisch 
 
Marx, Meason, Zola: Die „Chronique Scandaleuse“ der Krise Finanzkrisen und ihre literarischen Kritiker 






Der höchste Augenblick: Leben, Markt und Krise in der frühexpressionistischen Lyrik 
Lia Imenes Ishida, Humboldt-Universität 
 
Die Hörbarkeit der Poesie und ihr Alltag:  
zum Zusammenhang verschiedener Krisendiskurse in der russischen Avantgarde 
Roman Kowert, Humboldt-Universität 
 
Bewerbung für einen Vortrag: Kritik der Krise, Krise der Kritik  
Sara Bangert, Universität Tübingen 
 
 
100. The Spirit in Crisis 
 
Kandinsky in the “Nightmare of Materialism” 
Toby Norris , Assumption College 
 
El Lissitzky's Red Wedge: Towards Kabbalah and Jewish Mysticism 
Artur Kamczycki, Adam Mickiewicz University 
 
“Crisis” in Russian Symbolism: Dmitry Merezhkovsky's concept 
Olga Pchelina, Volga State University of Technology 
 
 
101. Postwar Politics on Display 
 
Did socialist realism cause modernism crisis?  
On politics, propaganda and architectural debates in Czechoslovakia and the UK 
Marcela Hanáčková, Academy of Arts, Architecture and Design Prague 
 
International entanglements in a time of crisis and new horizons:  
Museums and international exhibitions, 1942-1968 
Kristian Handberg, University of Copenhagen 
 
Transatlantic art solidarity in times of political crisis:  
the Spanish avant-garde and the Museo de la Solidaridad Salvador Allende during the 1970s 
Claudia Grego March, University of California 
 
 
102. Disciplinary Crisis ? 
Chair: Jan Baetens, KU Leuven 
 
What is it good for?  
Jan Baetens, KU Leuven 
 
Gone in Crisis 
Sascha Bru, KU Leuven 
 
The Question of Value  













Collage, Meaning, and Crisis  
 
Chair: Magda Dragu (Indiana University) 
Participants: Elsa Adamowicz (Queen Mary University of London), David Banash (Western Illinois 
University), Wojcjech Drag (University of Wrocław), Rachel Farebrother (Swansea University),  
David Hertz (Indiana University) 
 
Collage is a technique that emerged in the early avant-garde in the visual works of Pablo Picasso and 
Georges Braque in 1912. Visual collage immediately spread to other avant-garde movements, and was 
further developed by the avant-garde visual artists (Futurists, Constructivists, Dada) who employed it. 
Most spectacularly, Max Ernst is credited with truly defining the technique. Collage was also transposed 
into literature (in the poems of Guillaume Apollinaire, Carlo Carrà, and Kurt Schwitters), as well as music 
(Charles Ives, Erik Satie). Collage and its cognate terms, photomontage/montage, had a rich history in 
the popular arts before the avant-garde’s use of the technique, and have continued to develop 
throughout the twentieth and twenty-first centuries. Pop and Minimalist artists used the technique 
extensively, and contemporary collage/photomontage practitioners are an active community, as their 
exhibitions and publications on the topic highlight. It is in the nature of collage to mark and define a 
moment of rupture and crisis of signification in the most unexpected ways. Clement Greenberg has 
argued that Cubist collage emerged in the passage from Analytical to Synthetic Cubism because the 
multiplicity of the picture planes threatened to disperse the space of the canvas, and the pasted object 
of the collage helped assert the materiality of the picture plane, thus solving the pictorial crisis. Collage 
challenged traditional modes of vision and opened ways for new methods of artistic creation in the 
avant-garde by questioning the relationship between art, life, and illusionary representation. Most 
recently, Wojciech Drag has associated collage aesthetics with the crisis he identifies in the texts of 
twenty-first century American writers, in his volume Collage in Twenty-First-Century Literature in 
English: Art of Crisis (2019). It is thus opportune to probe into the nature of the technique of collage, 
the way it signifies, and the different types of crises it embodies, within the context of a roundtable, by 
bringing together scholars who have extensively researched the subject. The main objective of this 
roundtable is to establish to what extent collage and the varied categories of crises it represents, 
trigger or helps overcome, can be identified locally as an early avant-garde invention, or whether it 
should instead be considered a “perennial” term affecting all (art) historical periods. The participants in 
this roundtable will dialogue on aspects pertaining to collage and crisis from the perspective of the 
research they have conducted on Surrealist and Dada visual and verbal collage (Elza Adamowicz), the 
way it represents the language of rupture in the literature of the Harlem Renaissance of the 1920s in 
the US (Rachel Farebrother), or the echoes of Surrealist collage in contemporary collage novels 
(Wojciech Drag). David Banash has expanded the sphere of collage, arguing that it is a larger 
postmodern phenomenon that embodies both radical critique and conservative nostalgia, as the 
chapter titles from his volume, Collage Culture: Readymades, Meaning, the Age of Consumption, point 
out. David Hertz has investigated the nature of musical collage in his publications on Charles Ives, and 
documented forms of rupture, crisis, and collage characteristic of modernism and the avant-gardes in 





The Canon in Crisis – How to change dominant narratives in the history of modernism  
 
Chairs: Anne Söll (Ruhr-Universität Bochum), Burcu Dogramaci (LMU München)  
Participants: Marie-Laure Allain Bonilla (University of Basel), Noémie Etienne (University of Bern),  
Bärbel Küster (University of Zurich)  
 
In 2019 the Museum of Modern Art presented the new display of their collection and with it a 
revamped narrative of modernism that aimed to include a more diverse set of artists, a narrative that 
did not foreground chronological order but rather thematic presentations. Now, Picasso’s Les 
Demoisselles d’Avignon from 1907 appears next to a painting by Faith Ringold, American People Serie # 
20: Die from 1967, that rivals Picasso’s image of sex-workers displaying themselves for a customer with 
a panoramic scene of black and white men and women involved in violence and bloodshed. Clearly, it 
was MoMA’s intention to upset the canon that it helped to install and protect for years. So, what are 
the alternatives to a canon that was presented like a row of “isms” dominated by white men? The 
comment that Glenn Lowry, MoMA’s director, made about the new display points in one possible 
direction: “I am not interested in the canon. We are a platform for artists, a laboratory that invites the 
public to take part in its experiments”. So, has art history and its “canon” (or canons) given way to a 
direct engagement of artists with the public? Is art history too contaminated and biased to serve as a 
source for museums? What about the efforts of feminist, queer, post-colonial art history that have 
worked not only to change the canon but but to question its premises of quality, of inclusion and 
exclusion? What effect did these discourses have on a canon in crisis and how will they continue to 
change the discussion about a canon of modernism? This roundtable seeks to discuss the state of the 
canon in modernist art history and the possible alternatives that might change or even replace the idea 
of a modernist canon. How can the idea of crisis serve to develop a notion of a canon that is not stable 
and naturalised? How are digital humanities and/or a migratory turn in art history challenging the 
historiography of modern art? How must our idea of time and history change and what type of 
categories must be deployed to find alternatives to thinking canonically?  
 
 
Crisis in Academic Publishing & Launch of new Journal of Avant-Garde Studies 
 
Chair: Masja Horn (Acquisitions Editor Literature and Cultural Studies at BRILL)   
Participants: Benedikt Hjartarson (University of Iceland), Bojan Jovic (Institute for Literature and Art, 
Belgrade), Eva Forgacs (Art Center College of Design Pasadena), Sami Sjoberg (University of Helsinki) 
 
At this publishing panel we hope to discuss with you some of the challenges involved in academic 
publishing in the field of (experimental) literary and cultural studies. Currently there are tensions 
created by 1) decreases in library budgets for the humanities and an increasing pressure on academics 
to create output (who propose — often rejected — collected volumes and theses, in order to obtain 
tenure or connect with other researchers); 2) increased engagement with Open Access publishing in 
the humanities, but a lack of funding from universities in these fields to pay for the article or book 
publication charges. Based on this we will offer you some pointers on what we consider a good (or 
bad) proposal, and will discuss tips on how to write an academic title for your article or monograph. 
The question arises: Why then publish a new Journal on Avant-Garde Studies? The editor-in-chief will 
happily share his thoughts on this; and we’ll talk about its aims and scope and how the publishing 
process works. There will also be plenty of room for you to share your burning questions about 
















Poète et plasticien, Grèce  
 
La Cris(i)ologie et la performance en Grèce entre 2010-20 
 
Le binôme [crise-performance] conduit très facilement à la formulation de questions telles que : la 
performance est-elle capable de saisir la crise d'une manière particulière ? Possède-t-on une théorie 
pertinente pour aborder à la fois la crise et la performance ? La performance est-elle déjà un 
symptôme de la crise ? La performance traverse-t-elle une phase de crise ? La performance pourrait-
elle prétendre à contribuer au dépassement de la crise ? Nous pourrions ainsi continuer à poser des 
questions dont les réponses ne sont pas évidentes. Cependant, je tenterai d'avancer quelques réponses 
en prenant comme point de départ mes pratiques de la performance ainsi que mes explorations 
théoriques autour des concepts de « crise » et, surtout, de « Crisiologie ». 
 
Le mot « crise » est devenu presque aussi populaire que le mot « sexe ». Des spécialistes, des 
scientifiques, des philosophes et autres "gladiateurs du savoir" luttent pour proposer une série 
interminable d'analyses, d'études et de recherches à ce sujet. Comment naviguer dans cet archipel de 
connaissances, d'idéologies et de schémas rhétoriques ? Une stratégie performative est-elle possible ? 
Je propose une approche en deux étapes : la première plutôt informative, la seconde plutôt 
performantielle, en mettant l’accent sur la notion de Crisiologie.   
 
Pour des raisons évidentes, liées à la mondialisation de notre planète et à la situation socioculturelle et 
politique en Grèce après 2010, j'ai commencé à réaliser une série de performances autour de 
phénomènes dus à la crise, par exemple : les suicides, l'immigration des jeunes, les troubles psychiques. 
J'ai également créé un site web[1] afin d'explorer avec d'autres artistes (à travers des œuvres « sur place 
» ou « en ligne ») les dimensions de la crise. En parallèle, j'ai mené une réflexion sur la « crise » en 
tenant compte d’approches à caractère scientifique, mais qui pouvaient aussi bien reposer ou être 
inspirées par l'art et la poésie[2]. En 2019, j'ai publié mon livre « Crisiologie. L'équilibre brisé » (en Grec), 
Bibliothèque, Athènes, 2019. 
 
[1]. Voir le site Crisiology, www.crisiology.org et le site www.dagrafiotis.com. 
[2]. Démosthène Agrafiotis, « Passions grecques en dérive » in Revue Doc(k)s 2013-2014 Spécial Black Market International, N° 
21, 22, 23, 24, 2013-2014, p. 368-375. 
 
 
Demosthene Agrafiotis est poète et plasticien (peinture, photographie, performance, installations, 
intermédia). Il vit à Athènes. Il est l’auteur de plusieurs livres d'essais et d’articles scientifiques sur l’art, 
la science/technologie, la santé publique en tant que phénomènes socioculturels de la modernité. Il a 
fait plusieurs expositions de peinture, de photographie et de poésie visuelle. Il a également pris part à 
de nombreuses expositions collectives en Grèce et à l’étranger. Il a organisé et participé à de nombreux 
projets artistiques (publications, performances, multimédia, art postal, art alternatif, art action…). Il 




Ghent University, Belgium 
 
Crises in a minor key: comics children and war times 
 
My talk will turn to two young protagonists in comics – with ambiguous ages and comportments 
situating them between children and adults – to tease out the interaction between different kinds of 
temporalities. In focusing on the accelerated time of modernity (Karl Mannheim) and the broken 
temporalities of war, both of which can be understood as crises in different degrees, I will focus on 
temporal experiences of children and their contrast with those of adults through readings of selected 
Bécassine and Tintin comics. 
 
In addition to witnessing ruptures on several levels, ranging from the cultural to the sociopolitical, the 
early decades of the 20th century also coincided with an unprecedented rise in publishing for specific 
readerships, including children. Joseph Pinchon and Maurice Langeaureau’s Bécassine began in the 
inaugural issue of La Semaine de Suzette on February 2, 1905. Twenty-four years later Hergé created 
Tintin for the Petit Vingtième on January 10, 1929. Both protagonists only retain some child-like aspects 
(Bécassine’s simplicity, Tintin’s asexuality) and both were far more agentic than real children and 
involved in the adult world of work to different degrees, they played an active role in children’s 
readings. They can consequently help us reconstruct how different modern crises were domesticated 
for child readers, offering a means for them to participate in or escape from the turbulences around 
them. In both instances, the comics were transposers of crises and affective spaces where children 
could deal with the crises.   
 
 
Maaheen Ahmed is an associate professor of comparative literature at Ghent University and principal 
investigator of COMICS, a five-year multi-researcher project, funded by the European Research Council 
which seeks to piece together a cultural history of children in European comics. Her previous research 
has focused on the functioning of experimental comics and the relevance of good monsters in 
alternative comics. She also has a keen interest on the kinds of memories informing comics. 
Ahmed is author of Openness of Comics: Generating Meaning within Flexible Structures (University Press 
of Mississippi, 2016) and Monstrous Imaginaries: The Legacy of Romanticism in Comics (University Press 






Adam Mickiewicz University, Poland  
 
The Crisis of the Lyric and New Forms of Interiority in Adam Dickinson’s Anatomic   
 
In his monograph The Environmental Imagination, the influential ecosopher Lawrence Buell observes 
that “the environmental crisis involves the crisis of the imagination the amelioration of which depends 
on better ways of imaging nature and humanity’s relation to it.” Adam Dickinson’s conceptual volume 
Anatomic (2018), based on microbial and chemical burden testing of the poet’s own body, can be seen 
as a radically experimental response to this crisis and an attempt to reconsider the relation between the 
self and its material as well as discursive environments. As I shall argue, in Anatomic Dickinson employs 
experimental diction and “pataphysical” procedure to unsettle anthropocentric ontologies and uncover 
the permeable as well as processual nature of the human and non-human experience. The 
conventional form of lyrical autobiography revolving around the notion of the uniform subject is 
“unsealed” in this experiment to the point of crisis, as the autobiographical subject is replaced by the 
relationality and potentiality of “the transversal” self.  
 
 
Paulina Ambroży is associate professor and Head of American Literature Department at the Faculty of 
English, Adam Mickiewicz University in Poznań, Poland. She is the author of a book (Un)concealing the 
Hedgehog: Modernist American Poets and Contemporary Critical Theories (Poznań, 2012), which 
approaches American modernist poetry through contemporary critical theories. The book has received 
the 2014 American Studies Network Book Prize for remarkable research in American studies. She has 
received two research grants from the Fulbright Foundation: a Junior Fulbright research grant (Stanford 
University, 2002–2003) and a Senior Fulbright Advanced Research Grant (The University of Chicago, 
2014). Her research interests include modernist and contemporary American poetry, 19th-century 
American literature, word-image relations, intermedial studies, and literary theory. In 2018 she co-
authored a monograph on the poetry of Paul Muldoon – Between the Self and the Other (Poznań, 
2018). Currently, she is working on an intermedial project Turn of the Sign: Crisis of Representation in 




Andrick, John M. 
University of Illinois Library at Urbana-Champaign, USA  
 
Prometheus and the Coming Cosmic Cataclysm: Scriabin, Theosophy, and the Brussels Circle, 1905-1910 
 
Gathered around the compelling figure of Russian composer/pianist Alexander Scriabin (1871-1915) are 
found a number of radical intellectual trends in avant-garde philosophy/art that pushed to a maximalist 
extreme feverish compositional preparation for the ultimate cataclysmic crisis—foretold in ancient 
myths, scriptures, and texts—that would destroy the world, transform mankind, and unify life on Earth 
with an omnipotent Cosmic Spirit.  Preliminary to this final cataclysm was Prometheus: The Poem of Fire, 
Scriabin’s last completed symphony, written mostly during the 1908-1910 period of residence in Brussels 
with his common-law wife Tatiana Schloezer.  Prometheus reflected Scriabin’s attractions to Theosophy, 
Mystic Symbolism, Russian Cosmism, and Theurgic Divinity, serving in part as a prelude to an even 
greater symphonic undertaking, Mysterium, an unfinished and unfinishable mega-operatic 
performance grandiosity of unimaginable proportions unifying the arts and all peoples in bringing to 
fruition a complete annihilation of the Anthropocene period in world history. 
 
This presentation focuses on the Brussels period of Scriabin’s life and the intelligentsia he associated 
with during this golden period when vibrant occult philosophies flourished in European metropolises.  
This group included: artist Jean Delville, who introduced Scriabin to a secret Theosophical society; Emile 
Sigogne, Theosophist and Professor of Elocution; the sculptor Serafim Sudbinin who crafted a bust of 
Scriabin; and the young disciple/pianist Djane Lavoie. The Promethean Myth intensified Scriabin’s 
heightened egocentric vision of the Artist (himself) as the Great Initiator or Supreme Master, alone 
capable of apocalyptic agency.  For a short time, the shock over the outbreak of the Great War 
suggested to Scriabin that perhaps temporal events and not his own theurgic powers would trigger the 
world’s final dissolution.  But an untimely death of septic poisoning from an infected boil on his upper 
lip brought to a tragic end this intriguingly unique musical/mystical oracle who envisioned incredible 
transformations resonating throughout the Cosmos.  
 
 
John M. Andrick. Retired, University of Illinois Library at Urbana-Champaign (2012); PhD, Department of 
History, UIUC (2016). Research Domain: Late-Victorian and Early-Modernist cultural history of science 
and the arts with a focus on psychology, occultism, and theatre. Most Recent Publications: “’The 
‘Chicago School of Psychology’ and Hypnotic Magazine: Suggestive Therapeutics, Public Psychologies, 
and New Thought Pluralism, 1895-1910,” History of Psychology 23.1 (February 2020): 1-25; “Futurist 
Dissonance and Theosophical Transcendence: Occult Networks and the Spiritual Aesthetics of 
American Musical Ultra-Modernists, 1909-1930,” in editorial preparation for International Yearbook of 





Université de Bucarest et Université de Poitiers, Romania and France  
 
Entre crise de la représentation et crise de l’objet représenté : les Nabis et le surréalisme 
 
L’article vise à comparer et à analyser la crise du tableau de chevalet enregistrée à la fin du XIXe siècle, 
prenant comme exemple le groupe des Nabis, et la crise de l’objet qui survient pendant l’entre-deux-
guerres, au sein du mouvement surréaliste. À partir des années 1880, on constate le rejet progressif du 
tableau, devenu vétuste, académiste, et la préférence pour un art qui aspirait à remplir de symboles « 
les murales banalités des édifices humains », selon Albert Aurier. Les Nabis peignent, par la suite, des 
murs, des panneaux, des paravents, papiers peints, meubles, vitraux. Cet art décoratif reposait sur le 
synthétisme conçu et promu par Bernard et Gauguin, qui supposait la simplification des lignes et 
l’utilisation de couleurs intenses. Le paysage était transposé dans la composition à travers la sensibilité 
du peintre – l’objet ne correspondait plus à une réalité vue, mais à une réalité sentie, presque 
entièrement émotionnelle. 
 
La crise de l’objet survenue dans les années 1920-30 venait, certes, dans le sillage de ces 
transformations qui avaient instauré la primauté du sujet créateur. Mais les surréalistes vont encore 
plus loin que leurs prédécesseurs. Ils ne font pas passer les objets de la réalité à travers le filtre de la 
sensibilité, mais inventent des objets nouveaux, issus de leurs rêves. Leur but ultime était de voir se 
confondre la subjectivité et l’objectivité : tout devait être subjectif, rêve, inconscient. Si dans les années 
1880-90 on peut donc parler d’une crise de la représentation, dans les années 1920-30 on rencontre 
une crise de l’objet représenté. À part l’identification des similarités et différences théoriques et 
concrètes entre ces deux crises esthétiques du modernisme pictural, notre but est de retrouver aussi les 
sources extérieures au champ artistique qui auraient pu les influencer : changements politiques et 
sociaux, événements historiques, mouvements généraux d’idées. 
 
 
Andreea Apostu est, depuis décembre 2018, docteur ès lettres de l’Université de Bucarest et de 
l’Université de Poitiers. Sa thèse, intitulée Résurgences médiévales, sacrées et profanes, dans l’œuvre de 
Maurice Denis, peintre nabi, a porté sur les œuvres d’inspiration médiévale de Maurice Denis et sur la 
manière dont elles se conjuguent avec la modernité artistique de la fin du XIXe siècle. À présent, elle est 








Charles University, Czech Republic 
 
Avant/Neo/Post: Crisis in the Time-Machine 
 
This paper examines the recursive iteration of the discourse of “crisis” across three neo/avantgarde 
moments: the post-October revolutionary movements in Europe in the immediate aftermath of WWI 
(in particular the Spartacist revolt) & the birth of Dadaist photomontage (Heartfield, Grosz); the decade 
of revolt from 1968-1978 (in particular the Autonomist movement) & the emergence of a radical “neo-
avantgarde” (Balestrini et al.); & the renewed anti-globalisation movement of the second decade of the 
21st century marked by the emergence of post-avantgarde movements such as accelerationism & 
alienism (Land et al.). The element of recursion & revenance between these three moments will be 
considered as a mode of critical anachronicity: not as (in Bürger) a repetition compulsion of the various 
“neo” phenomena spawned by the socalled historical avantgarde, but as a deconstruction of the 
ideology of presence by which the hegemonic systems of their given “times” produce a claim upon 
power. Such modes of production will be shown to be, in fact, dependent upon the temporal 
dislocations of crisis (or Landian “time war”) which it is the avowed function of the radical vanguard to 
bring to view by a technic of exacerbation, parody, & counter-dissonance.  
 
Louis Armand directs the Centre for Critical and Cultural Theory, DALC, in the Philosophy Faculty of 
Charles University, Prague. His novels include Glasshouse (2018), The Combinations (2016) and Cairo 
(2014). In addition, he is the author of Videology (2015), Literate Technologies (2006) and Techne: James 






University of Michigan, USA  
 
“Come Along with the Black Rider”: An American Take on a German Legend During Reunification 
 
Four months after the fall of the Berlin Wall, three American avant-gardists—play producer Robert 
Wilson, writer William S. Burroughs, and musician Tom Waits—staged a thoroughly revised adaptation 
of the German folk tale and Weber opera Der Freischütz (re-titled The Black Rider) for a German 
audience in Hamburg. When the premiere performance ended, it received a thirty-minute standing 
ovation. With a new book written by Burroughs, music by Waits, and direction by Wilson, The Black 
Rider presents the folktale-cum-opera in a new way that combines high art and kitsch, American and 
German aesthetics, as well as elements of classical and popular music. 
 
The purpose of this presentation is to provide an overview of the varied sources and aesthetics of the 
show and argue that this combination reflected the crisis taking place in Germany, now seeking to re-
establish a sense of national unity upon the democratic reunification of East and West states, perhaps 
contributing to the show’s successful reception. Using archival documents from the New York Public 
Library, The Columbia Rare Book and Manuscript Library, and the Robert Wilson Archive, I highlight the 
disparity of influences and how they came together to form an unexpectedly coherent whole. 
 
Lastly, I explore issues of genre at play in this production. Robert Wilson has long pushed the 
boundaries of what is classified as an opera—beginning with his “silent opera,” Deafman’s Glance in 
1972—and this show is no exception. The entire performance challenges notions of opera, number 
musicals, and rock concept albums. 
 
With 2020 marking the thirtieth anniversary of The Black Rider’s premiere along with Brexit and 
terrorism raising questions about the strength of the EU, there has never been a better time to re-
evaluate the work and its impact on Germany during a time of crisis. 
 
 
Jake Arthur is a fourth-year PhD candidate in music theory at the University of Michigan. He earned his 
MA in music theory from the University of Minnesota in 2016. He has published on the music of Tom 
Waits and Bruce Springsteen and has presented his work in both the United States and Europe. His 
research interests include the relationship between music and place in popular music, the music of 





University of York, UK 
 
“Poetry is the Universal Language”: Translation, Multilingualism, and Randomness in Poesia: Rassegna 
internazionale, 1905-09 
 
Poesia: Rassegna internazionale, allegedly a hotbed of Italian Futurism, is often listed among one of the 
many short-lived creations of Filippo Tommaso Marinetti’s erratic genius. And yet, Poesia was an 
ambitious and wide-ranging enterprise: in its pages, the main editor Marinetti would pick, gather, and 
display the best unpublished works of poetry available in any language, in an attempt to create an 
international network of poets. In March 1905, Stuart Merrill commended Marinetti by stressing that 
“[l]’originalité de Poesia c’est d’exclure de ses pages, je ne dirai pas la prose, mais le prosaïque. Et je 
félicite ses hardis directeurs, car la poésie est la langue universelle.”[1] Over its four intense years of 
existence, Poesia did not only publish numerous French and Italian authors, but also a kaleidoscope of 
writings by poets from Romania, Yugoslavia, Japan, Brazil, Germany, England, Greece, Albania etc., 
including works in minority languages, such as Provençal and Italian dialects. Often such poems were 
translated into French or Italian; at other times, they would be accompanied by the original in parallel 
text; on other occasions still, poems appeared untranslated; in exceptional cases, they would be 
accompanied by lexical notes. In this paper I turn to the non-French, non-Italian poems of Poesia which 
represented the magazine’s international essence. I interrogate its seemingly random translation policy 
and use of multilingualism in order to better understand Marinetti’s editorial motives. Is “the universal 
language” of poetry the only ordering principle of Poesia, or can we discern other patterns behind its 
multilingualism? 
 
[1] Poesia, volume 1, no. 2 (1905). “The originality of Poesia consists of excluding from its pages, I won’t say prose, but rather 
the prosaic. And I congratulate its bold editors because poetry is the universal language”. (My translation) 
 
 
Nicoletta Asciuto is Lecturer in Modern Literature at the University of York. She is a Comparative 
Modernist with her main research interests in poetry, history of technology, and translation. Nicoletta is 
currently finishing writing her monograph on the impact of urban electrification on modernist poetics, 
entitled Brilliant Modernism: Lighting Technologies and Modernist Poetics, while also at work on a 
project on modernism, technology, and translation, “Radio Pioneers and Forgotten Voices, 1924-1939”, 





Aoyama Gakuin University, Japan  
 
The Crisis and Power of the Female Body in Virginia Woolf’s The Years (1937) 
 
Virginia Woolf’s novel The Years (1937) has not been regarded as modernist, much less as avant-garde. 
It is a realistic chronicle of a middle class family in England from 1880 to the middle of the 1930s. 
However, when read focusing on the experiences of some of the female characters, The Years is a novel 
about the crises and the power of the female bodies that had long been neglected under the control of 
the male-centred, warlike and homophobic society. Due to Woolf’s quiet but revolutionary 
representation of the female bodies, the novel can be regarded as experimental and avant-garde. 
 
In this novel there are moments the female characters suddenly gain bodily sensations and feel 
possibilities for an unknown and freer world. The female characters to be considered are Kitty Malone 
and Eleanor Pargiter. Kitty visits the country house of her husband alone in 1914, looks over the 
landscape of England from the top of the hill, with her body thrown onto the ground. It is as if she 
wanted to monopolise the site, which was not allowed to a woman at that time. On the other hand, 
Eleanor feels her body expands when she talks with a homosexual and foreign friend Nicholas about 
“the new world” (281) in an air raid in 1917 London. Both of them respond to their bodily sensations and 
choose to live their own lives, free from the social conventions.        
 
In an essay “Professions for Women” (1942), based on her lecture in 1931, Woolf emphasised the 
importance of the representation as well as the liberation of the female bodily experience. The 
objective of this paper is to show that to tell “the truth about [her] own experience as a body” 
(“Profession” 144) is closely related to the realization of a more generous society without war and 
prejudice in The Years.  
 
 
Erica Aso is professor of English at Aoyama Gakuin University in Tokyo, Japan. She received her M. A. in 
English at Keio University in Tokyo and the University of Nottingham, U.K. Her research interest is in the 
representation of war and outsiders in British fiction of the twentieth and twenty-first century and she 





University of Genova, Italy 
 
The Study of the Etruscans under the Impact of Fascism 
 
For long, both classicists and historians of Fascism have discussed how, in Fascist Italy, the nationalist 
myth of ancient Rome was used as a totalitarian ideology in order to legitimise racist and imperialist 
politics. It can be useful to integrate their analysis with the history of Etruscology under Fascism. The 
case of the Etruscans, as an ancient people who were enemies of Rome and historically associated with 
a regional identity, can enlighten the ambiguous, socially constructed features of Italian nationalism 
and racism. In the modern age, uncertainties about Etruscan ethnic origins and the meaning of their 
language determined an international debate between opposing racial theories. However, in Fascist 
Italy the Etruscans were widely considered as an autochthonous people, ethnically and culturally similar 
to the Italic and Roman people, and depicted as the racial forefathers of modern Italians and Tuscans. 
The regionalist, nationalist and racist enhancement of the Etruscan civilisation under Fascism clearly 
emerged in modern art, literature, and certainly in historiography, archaeology and anthropology. 
Nonetheless, as the Fascist regime aligned itself with Nazi Germany, the representation of the Etruscans 
as the ancestors of the Italian and Tuscan race had to face new racial theories. A complex debate 
between Italian and German racists concerned the Etruscans as a potentially alien body within the 
Italian race. After the fall of the Fascist regime and the end of the war, Italian scholars avoided to admit 
their political responsibilities, and managed to pursue their approach. This paper shall try to enlighten 
the uses of the Etruscan identity in Italian culture, particularly in relation to Fascist ideology and the 
construction of regional, national and racial identities. 
 
 
Andrea Avalli is a PhD student in contemporary history at the University of Genova and the Université 
de Picardie “Jules Verne”, currently working on a thesis on the debate on the Etruscan ethnic origins 
under Italian Fascism. His main research interests are the history of Fascist Italy, nationalism, racism, 





University of Kent, UK  
 
The Left Book Club and Socialist Culture: Left Book News and Poetry and the People 
  
In line with a number of recent studies which have examined the history of literary magazines, 
publishing houses, bookshops and their wider influence on the cultivation of readerships, this paper 
argues for a renewed interest in the highly successful Left Book Club (1936-48), which published and 
circulated socialist books, as a cultural phenomenon of an innovative nature, one which did not 
passively sell books but actively constructed and politicised its readerships in organised reading groups 
throughout the country. The paper will focus on its promotion of cultural debate in one of its regular 
publications, Left Book News, and its specific focus on poetry in the journal Poetry and the People. These 
publications will be described in the context of the Left Book Club’s strategy and activities more 
generally as a socialist and anti-fascist umbrella organisation. 
 
 
David Ayers is Professor of Modernism and Critical Theory at the University of Kent. He has published 
extensively on modernism, most recently in the monograph Modernism, Internationalism, and the 





Ghent University, Belgium  
 
Elfriede Jelinek's leading ladies in Ulrike Marie Stuart and their ancestry 
 
Elfriede Jelinek’s play Ulrike Maria Stuart asks why the female protagonists of the Rote Armee Fraktion 
have been the subject of endless speculation, whereas male terrorist violence tends to be taken for 
granted. It will be explored to what extent Jelinek’s detour via Schiller aims to salvage Ulrike Meinhof’s 
critical stance towards institutionalization of deviant identities (as evidenced in Meinhof’s project 
Bambule on institutionalized women). Jelinek’s play will be read against the backdrop of Brecht’s 
negotiation with Schiller in Die heilige Johanna der Schlachthöfe, with Johanna being another “toxic girl” 
to be linked to more recent approaches to ecocriticism and environmental humanities.  
 
 
Jente Azou is a research trainee in the department of Literary Studies at Ghent University. She studied 
German and English literature and linguistics in Ghent and Frankfurt. Her research interests are 





Linneaus University, Sweden  
 
Performing Crises: Öyvind Fahlström’s Kisses Sweeter than Wine (1966) 
 
In my paper, I will discuss the Swedish artist Öyvind Fahlström’s (1928–76) performance Kisses Sweeter 
than Wine, New York 1966, and show how Fahlström reacted on the crises of the mid Sixties. His turn to 
politics and his reactions on different crises interrupting the Sixties after the ‘naive’ Fifties, can maybe 
be best understood from his performance Kisses Sweeter than Wine. This performance was part of 9 
Evenings. Theatre and Engineering arranged by Experiments in Art and Technology (E.A.T.) at 26th Street 
Armory in New York, 1966. Kisses consists of a combination of different media; and is a prime example 
of the avant-gardes use of collage: live performance, movies and films, artworks etc. Hereby the 
process behind the performance and its performativity is focused on, rather than the finished artwork, 
in a typical avant-garde manoeuvre. The rather chaotic narrative, or the seeming lack thereof, stages 
different events on the stage simultaneously, while films are projected on three screens on the stage 
like a triptych. The naive love song “Kisses Sweeter than Wine” is sung at different occasions, 
contrasting the thematization of war and crises on stage, thereby enhancing the political effect of the 
performance. Fahlström gives a political speech against the draft, while films are showing nuclear 
blasts, war and aliens creating “humanoids”. The performance is crafted only four years after the Cuba 
Crisis, which is the main (crisis-)influence on the narrative, but Fahlström also reacts on other 
contemporary crises, many of which involved the destruction of mankind. In this way Kisses Sweeter 
than Wine is an exemplary reaction on the crises of the Sixties, and at the same time an illustration of 
the use of new media by the neo-avant-garde. In his use of new technology, film and a range of 
broadcasting media, Fahlström was a forerunner for media art. 
 
 
Per Bäckström is affiliate professor of Comparative Literature, Linnaeus University; and was previously 
full professor of Comparative Literature, Karlstad University 2010–2019 and Associate Professor at the 
Department for Culture and Literature, University of Tromsø 1996–2010. He chaired the membership 
commission of the European Network for Avant-Garde and Modernism Studies (EAM) 2007–2011. He 
has published the following books: Aska, Tomhet & Eld. Outsiderproblematiken hos Bruno K. Öijer 
(2003); Enhet i mångfalden. Henri Michaux och det groteska (2005); Le Grotesque dans l’œuvre d’Henri 
Michaux. Qui cache son fou, meurt sans voix (l’Harmattan 2007); Vårt brokigas ochellericke! Om 
experimentell poesi (2010); and edited Decentring the Avant-Garde, with Benedikt Hjartarson (Rodopi 
2014). He has worked as a literary critic and has published several studies of Mikhail Bakhtin, 





KU Leuven, Belgium 
 
What Is It Good For? 
 
The defense and illustration of literature in hard times, that is in times that turn away from literature as 
we used to know it, has almost become a genre in itself. In previous periods, it would have had its own 
bestsellers, stars, and fads. Today books on “why we need literature”, if read at all, tend instead to 
precipitate the general disaffection toward all things literary. Indeed, many of them heavily emphasize 
the sins or errors of literature, while an equally very large majority tries to find a way out of the crisis by 
inviting literature to become… less literary, or if you want more socially relevant -once in a while some 
even add: like in the good old days, when literature was still honored and writers could trust 
themselves as well as their art. 
 
But what do these good old days learn us on writing? Mainly three things. One: writing is not a 
“spontaneous” way of using language, it is hard work and has nothing to do with immediate, 
unmediated self-expression. Writing is style, not subject matter. According to Raymond Chandler, a 
source beyond suspicion, this is what distinguishes the French and the Americans: the latter first look at 
the subject matter, and only then (but often not) at the style; the former first think of style, than of 
subject matter. Two: that writing does not start with ourselves. The more we think we can ignore what 
already exists, the more we are in danger of reinventing the wheel, generally in clumsier and less 
efficient ways than those who came before us. And third: that there is difference between good writing 
and bad writing. The best way to kill literature is to ask people to read bad writing, for instance by 
promoting bad books as real writing. That’s exactly today’s problem: since we think that literature has 
to be “useful”, reading lists are now poisoned with self help stuff and propaganda. But will we be able 
to sit quietly in a room alone with that kind of nonsense? 
 
 
Jan Baetens is professor of Cultural Studies at KU Leuven, where he teaches semiotics, word and image 
studies, and popular culture. He has a background in French literature (French still being his main 
working language). His work focuses on the theory and practice of contemporary French poetry, 
cultural theory, and visual narrative in popular print genres (novelization, comics, photo-novels and film 
photo-novels—one of his hobby horses). A director of the MDRN research lab, he has supervised the 
BELSPO funded interuniversity programme, Literature and Media Innovation (2014-2018, in 
collaboration with the Université de Québec à Montréal, Ohio State University, and the universities of 
Brussels (VUB), Louvain and Liège). A panel member of Leonardo Reviews Online, he serves on the 
advisory board of various scholarly associations and journals, including History of Photography, Image 
and Narrative, and Écriture et image. He coedits the art journal Place and is an advisor to Les 
Impressions Nouvelles. He is also a published poet (in French) and the author of some twenty 






János Kodolányi University of Applied Arts, Romania  
 
Lajos Kassák’s Avant-Garde Project in Permanent Crisis during WWI? 
 
Lajos Kassák’s first journal, A Tett (The Action), was launched during the second year of the Great War – 
a period defined by political and cultural crisis. Hungarian authorities banned Kassák’s first magazine 
within a year of its existence due to its energetic anti-war stance, its anarchist political orientation, as 
well as its avant-garde artistic content. However, Kassák successfully got through this crisis and shortly 
after launched a new journal called MA (Today) that became the defining publication of Hungarian 
avant-garde during the 1910s and 1920s. In this paper, I focus on the ways Kassák turned the failure of 
his first journal into creative energy for creating his second journal. MA was partly a new project: due to 
creative self-censorship (in order to avoid being banned again) Kassák began to publish more visual art 
and – based on the model of German Expressionist journals – also created a proper institution with an 
art gallery, publishing house, and theatre school. By presenting all these elements and developments 
based on the issues of MA and its reception in the popular press, I argue that the first crisis in Kassák’s 
avant-garde project, provoked by the exterior crisis of the Great War, was transformed into creativity, 
making tighter connections between art fields, representing a more hidden anti-war stance, and 
creating a complex institution. I will also argue that this transformation made the first steps of 
networking with the international avant-garde possible for Kassák. My presentation will, finally, also 
deal with the crisis which was the split of the MA group in October 1917, partly under the pressure of 
the Bolshevik revolution. Due to political and artistic differences, four young and talented avant-garde 
poets left Kassák’s group and started a counter-movement. But Kassák once again found a way out 
from this “staffing crisis” by turning to young new-comers in poetry – on whom he had a great effect. 
On the basis that ‘whatever does not kill me makes me stronger’, despite many setbacks, Kassák 
nevertheless successfully managed to run his avant-garde and anti-war project all through the First 
World War.     
 
 
Eszter Balázs (1971) is senior lecturer at János Kodolányi University of Applied Arts, Department of 
Media and Communication Studies (Budapest). She holds a PhD from EHESS (Paris) and ELTE 
(Budapest) in ‘Histoire et Civilisations’ (Dec. 2008), title: « “En tête des intellectuels”. Les écrivains et la 
question de la liberté et de l’autonomie littéraires (1908–1914) ». She published a book on Hungarian 
classical modernist literary journals (1908–1914) based on her Phd and co-authored another (with Phil 
Casoar) on press journalism and history of photos being taken during the 1956 Revolution. She is an 
occasional contributor to the review Mil Neuf Cent. Revue d’histoire intellectuelle (since 2010) and she is 
on the editorial board of the Hungarian review Médiakutató [Research on Media] (since 2012). She is 
member of Committee on Press History of the Hungarian Academy of Sciences. Since 2017 she has 






Universtität Tübingen, Germany 
 
Kritik der Krise, Krise der Kritik  
 
Das Krisenbewusstsein der klassischen Moderne und der Avantgarden ist gut belegt. Während die 
konservative Kulturkritik vielfach, dem metaphorischen Surplus des im medizinischen Kontext 
geprägten Krisenbegriffs entsprechend, von einer „Pathogenese“ der krisenhaften Moderne spricht, 
zielen die Avantgarden und besonders der Surrealismus, ‚Krise‘ als Übergangszustand und 
Möglichkeitsraum affirmierend, auf eine Verstärkung der ‚Bewusstseinskrise‘.Sie entwickeln Formen der 
Kritik, die an Krisen der Identität und des Subjekts, der Repräsentation, der Realität und der Sprache 
verstärkend arbeiten und dabei die eigene Perspektive einbeziehen (der dialektischen Kritik der 
Aufklärung im Krisenbegriff Adornos/Horkheimers vergleichbar). Dies zeigen insbesondere die Kritik 
des Rationalismus und die Entwicklung alternativer Rationalitätsformen: In diesem Kontext konstatieren 
unterschiedlichste Konzepte eine Krise der Unterscheidung – Krise (krísis, crisis) teilt mit Kritik (kritikḗ) die 
etymologische Abkunft aus dem Begriff der Unterscheidung (von krinein, unterscheiden, trennen) –, wie 
André Bretons Ununterscheidbarkeit von Realität und Traum, Max Ernsts Ähnlichkeitssehen, Roger 
Caillois’ Mimetismus oder Batailles Konzept des informe.  Der Vortrag zeigt diese Dimension in einem 
knappen Rekurs auf und widmet sich abschließend dem Begriff der Krise bei Carl Einstein. Seine 
Fabrikation der Fiktionen zeigt die Wendung der Kritik auf das ästhetische Feld aus der krisenhaften 




Sara Bangert, M.A., promoviert nach dem Studium der Neueren deutschen Literaturwissenschaft und 
Kunstgeschichte an der Universität Tübingen über Ähnlichkeit als ästhetisches Konzept in Texten und 
Bildern des Surrealismus. Die Arbeit unter dem Titel „Entgrenzte Ähnlichkeit. Zur Konjunktur des 
Ähnlichen im Milieu des Surrealismus“ wurde im Januar 2020 eingereicht. Seit Oktober 2017 
wissenschaftliche Mitarbeiterin/Assistentin bei Prof. Dr. Dorothee Kimmich (Professur für 
Literaturwissenschaftliche Kulturwissenschaft/Kulturtheorie). Zuvor als studentische und 
wissenschaftliche Hilfskraft u. a. in den Forschungsprojekten „Ähnlichkeit als kulturtheoretisches 
Paradigma“ Mitarbeit an den Publikationen Ähnlichkeit. Ein kulturtheoretisches Paradigma, hg. v. Anil 
Bhatti und Dorothee Kimmich. Konstanz: Konstanz University Press 2015 u. der Ubersetzung Similarities. 
Neu Dehli/New York: Tulika 2018 sowie dem Band „Diebstahl! Zur Kulturgeschichte eines 
Kulturgrundungsmythos!“, hg. v. Andreas Gehrlach und Dorothee Kimmich, Paderborn 2018 (im 
Erscheinen). Seit 2009 Mitglied des internationalen Forschungsnetzwerks BTWH.  
Publikationen (Auswahl): „Ähnlichkeit als Konzept des SurRealismus“, in: Moritz Baßler et al. (Hg.): 
Realisms of the Avant-Garde, Berlin 2020 (im Erscheinen) ; „Rapprochement, Documents, Sciences 
diagonales. Transversale Ähnlichkeitskonzepte im Milieu des Surrealismus“, in: Ähnlichkeit / Similitude 
(Dossier), hg. v. Dorothee Kimmich u. Nicole Colin, lendemains 173, 44 (2019), S. 49-67; „‚Unähnliche 
Ähnlichkeit‘ in Romantik und Surrealismus“, in: Sebastian Lübcke, Johann Thun (Hg.): Romantik und 
Surrealismus. Eine Wahlverwandtschaft? Bern: Lang 2018; (mit Klaus Müller-Richter, Daniela Schmeiser, 
Sascha Hofmann): „Luft(t)räume. Kieslers Urbanisierung des Luftraumes“, in: Ingo Zechner et. al. (Hrsg.): 






Slovak Academy of Sciences, Slovakia  
 
LIBERTÉ EN NON LIBERTÉ : Quelques notes sur la scène artistique slovaque non officielle des années 
1970 et 1980 
 
En tant que telle, je perçois la crise comme une crise dans la société. Je pense en particulier à la rupture 
des efforts visant à instaurer la démocratie en Tchécoslovaquie. Le pays en a fait l'expérience pendant 
la violente invasion des troupes du Pacte de Varsovie, le 21 août 1968, et le successif et indésirable 
séjour des troupes soviétiques, qui ont quitté le pays après la Révolution de velours (1989). Dans cette 
crise, qui correspond aussi à une crise des valeurs morales, surtout lorsque la plupart des gens 
abandonnent les idéaux du "socialisme à visage humain" en lesquels ils croyaient dans les années 1960, 
la fragilité des caractères humains se trouve à faire face à une idéologie totalitaire. La plupart des 
résidents, dont de nombreux intellectuels et artistes, se sont adaptés à la nouvelle situation pour 
survivre sans perdre leur style de vie. 
 
Au cours des vingt années qui amenèrent à la Révolution de velours (1989), plusieurs artistes, en 
particulier ceux qui avaient connu un succès national et international au cours des années libérales 
(1960), ne voulaient pas renier leurs idéaux, en particulier celui de la liberté de création et, au fil du 
temps, de jeunes auteurs les ont volontairement rejoints. À une époque où les idéologues forçaient les 
artistes à renouer avec le réalisme socialiste comme seule méthode créative, ces artistes restaient 
fidèles à leurs mythologies personnelles. Exclus des médias, exclus de la vie officielle et des expositions, 
ils ont créé leur propre scène artistique : pluraliste et non officielle. Cette scène se caractérise par des 
discussions privées, des expositions non autorisées dans des lieux alternatifs, des événements dans la 
nature et des efforts pour maintenir des contacts avec des pays étrangers. 
 
La contribution caractérisera les stratégies individuelles de présentation et de création qui ont eu du 
succès malgré la censure imposée par le pouvoir. À travers les personnalités les plus importantes de la 
scène artistique internationale (Július Koller, Jana Želibská, Alex Mlynárčik) ...), on expliquera les 
spécificités de la néo-avant-garde slovaque, le style de son travail, la communication entre les auteurs 
et leurs milieux et leurs rapports avec l’étranger. 
 
 
Zuzana Bartošová est experte de beaux-arts du XXe siècle. Elle a étudié l'histoire de l'art à la Faculté de 
philosophie de l'Université Comenius de Bratislava (1964 - 1969). Elle a soutenu sa thèse sur la scène 
artistique slovaque non officielle des années 1970 et 1980 à l'Université Palacký d'Olomouc (2005). A 
partir de 1970, elle a travaillé à la Galerie nationale slovaque (conservatrice de la collection de 
sculptures du XXe siècle). En dehors de son travail à la Galerie nationale slovaque, elle s'est concentrée 
sur le travail d'artistes contemporains qui avaient été relégués au second plan par la politique culturelle 
officielle avant 1989. Elle a organisé plusieurs expositions monographiques et de groupe et publié 
plusieurs articles sur les artistes dans les catalogues samizdat. Directrice de la Galerie nationale 
slovaque (1990 - 1992). Elle a enseigné à l'Université de Trnava (1992-2003). Elle a été la première 




Ghent University, Belgium  
 
Fashion’s Double Bind: The Problem of Being a Fashionable Woman and/or a Female Couturier during 
the First World War. 
 
The garment and textile industry was France’s second largest industry on the eve of WWI and one of 
the country’s largest employers. The preeminence of French couture helped drive the entire industry 
and was a point of great French pride. The economic and symbolic significance of the industry were 
crucial to maintain if France wanted to survive the war. Women were encouraged to consume French 
fashion as a patriotic duty and French fashion designers were allowed to run their businesses 
unhindered. Some of Paris’ most important designers during the war were women: Jeanne Lanvin, the 
Boué Soeurs, Callot Soeurs, Jenny Sacerdote, and Jeanne Paquin ran large international businesses, 
each commanding upwards of 300 employees in Paris alone, and overseeing international branches in 
North and South America. These women were by far the foremost businesswomen of their day. Yet 
both female consumers and female designers were criticized during the War—by men and by women. 
 
This paper will explore these criticisms (frivolity, blurred gender roles, financial emancipation) and 
discuss what they masked (anxiety, fear, trauma). It will also delve into the tricky question of feminism 
within the couture industry during this time: did these powerful female designers consider themselves 
to be feminists? Did their workers? Did their clients?  
 
 
Maude Bass-Krueger is professor of Art History at Ghent University, where she specializes in the 
domains of fashion, architecture, heritage, and museums. She received her PhD from the Bard 
Graduate Center in New York. Her research focuses on visual and material culture in the long 
nineteenth century. She curated the exhibition French Fashion, Women, and the First World War at the 
Gallery of the Bard Graduate Center (Sept 2019-January 2020) and edited the book of the same name, 
published by Yale University Press in 2019. She is currently working on publishing two monographs: 
one on architectural drawings, tentatively titled The Envois de Rome and the Architectural Imagination in 
France, 1830-1910, and another on the creation of the discipline of fashion history in France in the 
nineteenth-century, drawn from on her dissertation, The Culture of Dress History in France: The Past in 
Fashion, 1814-1900. Her new research project focuses on the intersections between fashion and 





UC Louvain, Belgium  
 
Travailler en zigzag : le cas Butor 
 
Dans les rapports entre texte et image, qu’il a abordés tant théoriquement que pratiquement, Michel 
Butor n’a cessé de valoriser l’image. Bien loin d’y voir une menace pour la littérature, il perçoit la 
reproduction et la circulation de tout type d’images comme une chance et, plus précisément pour lui, 
comme une opportunité pour se renouveler et faire œuvre différemment. C’est ainsi que l’auteur 
avance que, lorsqu’il travaille en étroite collaboration avec des artistes visuels, en « zigzag » comme il 
aimait l’appeler (Illustrations), ses textes vont naître de l’image. Celle-ci lui permet de toucher une 
nouvelle dimension de son art : dans sa Requête aux peintres sculpteurs et Cie (1986), l’auteur 
demande aux artistes de ne pas le laisser seul avec ses mots. Plus que jamais, le texte et l’image se 
soutiennent et se portent mutuellement, permettant à l’œuvre de dire bien plus de choses à son 
destinataire qu’avec les mots seuls. Cette communication étudiera plus particulièrement les 




Pauline Basso est actuellement doctorante de l’équipe de recherche HANDLING. Son projet doctoral 
porte sur la manipulation de l’image matérielle dans la création littéraire des années 1950 à 1970, 





Slovenian Academy of Sciences and Arts, Slovenia  
 
The Event and the Narrative: Rancière with Proust 
 
In his recent writings, Jacques Rancière presents literary modernity as a crisis of narrative: a crisis 
manifested in the friction between the narrative structure and the dispersed multiplicity of sensory 
events that evade and subvert this structure. This paper will examine the way Rancière uses Proust as 
one of the prime examples of this friction but also consider the relation between the sensory event and 
narrative construction in Proust’s work more generally in order to ask questions about Rancière’s views 
themselves. 
 
Using Gérard Genette’s reading of the relation between metaphor and metonymy in Proust, we will 
show how the (metaphoric) event functions as the starting point of a kind of (metonymical) connectivity 
between dispersed perceptions that does not necessarily impose on them the Aristotelian narrative 
structure, the opposition to which defines the aesthetics of modernist literature according to Rancière. 
Are the sensory events necessarily antithetical to any kind of narrative construction or does the crisis of 
narrative produce new forms of narrative, based on establishing connections between these dispersed 
events? 
 
Considering that this text of Gennette’s was used by Ernesto Laclau to reformulate his political theory in 
rhetorical terms and that Rancière often links the multiplicity of sensory events to a Deleuzian 
ontological ground of unbound perceptions and affections, reading Proust with Rancière and Rancière 
with Proust will allow us to delve into ontological suppositions and political implications ascribed to 
“the lost thread” of modern fiction in contemporary philosophy. 
 
 
Rok Benčin is a Research Fellow at the Institute of Philosophy of the Research Centre of the Slovenian 
Academy of Sciences and Arts (ZRC SAZU). In November 2019 he was an invited professor at Université 
Paris 8. His research focuses on the relations between aesthetics, ontology and politics in contemporary 
philosophy and philosophical readings of modernist literature. His publications include “Rethinking 
Representation in Ontology and Aesthetics via Badiou and Rancière” in Theory, Culture & Society (Vol. 
36, No. 5, 2019) and “Proustian Developments: The World and Object of Photography” in SubStance 





University of Bristol, UK 
 
The Archiv der Avantgarden (AdA) in Dresden 
  
This short plenary paper reports on a new archive to be opened to the public in 2021. It will be the 
largest European collection of material concerning the avant-gardes (c.1,5 million objects), covering 
most European countries, the USA and Latin America. My report offers an overview of the collection’s 
history, structure and conception, as well as current plans to institute two book series, where 
documents from the archive and research related to them can be published, workshops and 
conferences to publicize the archive’s holdings, and scholarships set up to further research into the 
movements covered by the AdA. The Archive of the Avant-gardes (AdA) in Dresden is unique in its 
scope and structure. Containing approximately 1,5 million objects and documents ranging from 
Expressionism, Fauvism, Cubism, Futurism, Dadaism, Constructivism and Surrealism to the postwar neo-
avant-gardes (Happening and Fluxus, Concrete Art, Minimalism, Arte povera, Mail Art, etc.), it covers 
the entire spectrum of the twentieth century. Apart form the major ‘-isms’, it has thematic emphases 
(e.g. modern design, revolutionary working class culture, the 1968 rebellion, avant-garde music, 
architectural design). Apart from text-based and visual documents, the archive possesses a large 
number of audio and video tapes as well as three-dimensional objects. The material collected 
documents the creative output by artists, avant-garde groups and movements either through 
autographs, photographs, drawings, sketches, posters, artworks, etc. or through scholarly literature 
concerned with the objects collected. It thus encompasses both original art and contextual materials.  
 
The archive, which is affiliated to the Staatliche Kunstsammlungen Dresden, functions as a cultural 
repository and reflects the international and intermedia cross-connections within the historical and 
postmodern avant-garde movements in the fields of art, literature, music, theatre, film, dance and 
politics. The Archive of the Avant-gardes in Dresden originates from the German-Italian collector Egidio 
Marzona (*1944), whose donation to the Dresden State Art Collections is laying a cornerstone for a new 
public institution that aims to serve as an open forum and research hub for scholars and the art-
interested general public. Since October 2017, a large part of Marzona’s extensive collection has been 
housed in a temporary location, the Japanese Palace in Dresden. In 2021 it is expected to move into its 
permanent domicile, the nearby ‘Blockhaus’, which is currently being renovated and rebuilt by the Free 
State of Saxony, following architectural designs by Nieto Sobejano Arquitectos (Berlin/Madrid).  
  
Visitors to the Archive of the Avant-gardes in its intermediate home, the Japanese Palace, find 
themselves in the midst of a transformation process from a private collection to a public archive. The 
inventory of the holdings and a digital database are under construction, although the shelves of the 
archive continue to fill up. Some 200,000 books and periodicals, countless vinyl records and 
photographs are still waiting in Berlin-Lankwitz for transfer and cataloguing. Furthermore, Marzona’s 
private villa is still filled from the cellar to the rooftop with valuable first editions and an extensive 
reference library. EAM members and their students will find the Archive in Dresden to be an invaluable 
new repository of documents that may prove to be of great relevance to their studies. Much of it has 
never been explored from a scholarly viewpoint. It will therefore offer great research opportunities for 





Palacký University Olomouc, Czech Republic  
 
Don't build theatres! Avant-garde theatre between bourgeois architecture and worker’s event-space 
 
Theatres were crucial elements of Central-European culture already before the Great War. Especially in 
the Czech lands under Habsburg rule, they supported national emancipation and even substituted 
political bodies. After the war, when independence was regained, the design of national theatres was 
one of the anchoring points of the new regime up until the outburst of WWII. The tension between 
existing forms and new functions revealed a crisis in which politics and aesthetics intertwine. 
 
This paper discusses two avant-gardist standpoints vis à vis modern theatre design that emerged in the 
interwar period. These standpoints can be derived from the article Don't Build Theatres (1921) by 
theatre director and Devětsil Arts Association member, Jindřich Honzl. Here, Honzl confronts a project 
of the Theatre of Labour (1938) by theatre makers Emil František Burian and Miroslav Kouřil. Both 
Honzl’s and Burians’ positions were based on pro-communist politics and each reacted to a cultural 
and political crisis. 
 
Honzl criticized competition for the construction of national theatres as a waste of money, and 
attacked official stages as meaningless shelters for bourgeois art, doing so just a few months after the 
secession between social democrats and the foundation of the Czechoslovak Communist Party. Burian 
transformed this criticism into a concept of performance space and workers' cultural centres during 
times of growing authoritarian regimes and Nazi aggression towards democratic Czechoslovakia. 
 
Architecture in the context of avant-garde theatre, and vice versa, should be understood not only as a 
peripheral field of research, but rather as a paradigm of complex relations between avant-garde and 
official culture, and between the negation of the autonomy of art – an attack on “the institution of art” 
theorized by Peter Bürger – and an attempt to establish an explicit avant-garde institution. To 
understand avant-garde theatre as a joint aesthetic, political, and spatio-temporal practice, the notion 
of ‘event-space’ by Dorita Hannah will be combined with a concept of hegemony. 
 
 
Martin Bernátek is an assistant professor and an area head of theatre studies at the Department of 
Theatre and Film Studies, Palacký University Olomouc. In his research he focuses of theatre spaces of 
interwar theatre avant-garde in Central Europe and relations between performance and audiovisual 
forms in the early 20th century. He is a member of an Editorial board of the ArteActa Journal for the 
Performing Art and Artistic research (CZ), EASTAP, Reclaimed Avant-garde research group and Czech 
Association of Art Historians. He co-organizes a Josefov Summer School (CZ) of the politics and 
aesthetics of cultural performances. Recently he published a monograph Czech Theatre photography 





Ghent University, Belgium  
 
Crisis and Dehumanization: Spanish Women Poets and the European Avant-Garde (1918-1936) 
 
During the interwar period, a group of Spanish women poets gathered at the Lyceum Club Femenino in 
Madrid and engaged in conversations regarding the nascent avant-garde movement and the 
possibilities of women’s participation in it. María de Maeztu, Concha Méndez, María Teresa León and 
Ernestina de Champourcín were the most prominent figures of this Club and the advocates of a new 
poetic style. This paper examines the dialogues and negotiations that led to the formation of what 
came to be known as the Spanish avant-garde (las vanguardias españolas). To do so, it focuses on the 
role of women poets in public discourse and explores their attitude towards moral and aesthetic crises. 
To explore moments of crisis in women’s poetry, I will pay attention to two major themes: the 
dehumanization of art and the experience of continual change. In exploring these themes, I will show 
that Spanish women poets entered into dialogue with the European avant-gardes and created an 
aesthetic approach that was similar to the one adopted by Belgian and French poets such as Irène 
Hamoir and Mathilde Pomès. Although the period terms “modernismo”, “Generation of 1898” and 
“Generation of 1927” commonly used in Hispanic Studies have “reinforced the isolation of Spain from 
other early contemporary European literary traditions” (Soufas 2007, p.5), this paper will show that 
Spain occupies a rightful place within the European avant-garde movement. In doing so, it will consider 




Christina Bezari is currently in the final months of her doctoral studies at Ghent University. Since 
February 2016, she has been a member of the ERC project “Agents of Change: Women Editors and 
Socio-Cultural Transformation in Europe”. During her doctoral studies, she examined the connections 
between women’s periodicals and literary salons in Italy, Spain, Portugal and Greece (1860-1920). Her 
most recent articles appeared in international peer-reviewed journals: Romance Studies, Forum Italicum, 
Confluencia, Bulletin of Spanish Studies, Portuguese Studies, Australian Journal of French Studies. 
Christina is now preparing a new project on avant-garde women poets in interwar Spain. In March 
2020, she will co-organise a bilingual conference at Ghent University entitled “Avant-Garde Poetry in 





Director of the feature film Fiume o morte! 
 
Photographic and filmic representations of the occupation of Fiume in 1919-1921 and today 
 
This presentation will be about the audiovisual reinterpretation of the occupation of Fiume through the 
production of a participative feature film, which is being filmed throughout this year. The working title 
of the film is Fiume o morte! and it is being made in collaboration with citizens of today’s Rijeka. At the 
time of the conference, the first big block of shootings will be finished; therefore, I will be able to 
present the first results of this project. I will then show my short preparatory film La Disperata and, by 
using that audiovisual example, I will present a selected collection of photos and footage that I have 
retrieved in various archives, commenting on the reasons behind our intention to re-represent that 
footage in color and with sound and with, mostly Croatian, population. 
 
 
Igor Bezinović (www.igorbezinovic.net) is a filmmaker from Rijeka. He graduated in Philosophy, 
Sociology and Comparative Literature from the Zagreb Faculty of Humanities and Social Sciences and 
Film and TV Directing from the Zagreb Academy of Dramatic Art. His films include The Blockade 
(Oktavijan prize for best Croatian documentary in 2012), Veruda (Oktavijan prize for best Croatian 
documentary in 2015) and A Brief Excursion (Big Golden Arena prize for best Croatian feature in 2017), 
along with many shorts of all shapes and sizes. His work has been shown internationally at events 
including IFF Rotterdam, DOK Leipzig, IDFF Jihlava, CPH:DOX, Kurzfilmtage Winterthur, Biennale of 
Young Artists from Europe and the Mediterranean, Venice Biennale of Architecture (with Hrvoslava 





Goldsmiths, University of London, UK  
 
Of Chalk and Children: Time and Mobility in Helen Levitt’s In The Street (1948) and Jean Vigo’s Zero de 
Conduite (1933 – banned until 1945) 
 
It is no coincidence that Jean Vigo’s Zero de Conduite (released in France 1933, banned until 1945 and 
then released in 1947 in the U.S.) was reviewed by Helen Levitt’s collaborator, the writer James Agee in 
The Nation July 5th 1947, roughly at the time that he and Levitt were working on In The Street. For 
Agee, the link between the performative aspects of film and childhood allowed for an emotive view of 
postwar politics, one in which – according to Agee “Vigo … is not worried about transitions between 
objective, subjective, fantastic, and subconscious reality”. This paper will briefly examine the connection 
between Vigo’s ‘objective, subjective, fantastic, and subconscious reality’ with Levitt’s avant-garde short 
film In the Street (1948). In both works, a lyrical vision of childhood as an anarchical and yet profoundly 
beautiful vision of humanity coincides with something more politicized and less sentimental than we 
might expect. Combining the energy of a survivalist ethos – and the children in Vigo and Levitt’s films 
are survivors above all – with something more lyrical, even removed from realism altogether, Vigo and 
Levitt’s children both fix and take themselves away from the quotidian to another realm fantastical and 
otherworldly. The children of Zero de Conduite – despite their metaphoric value – nonetheless evince a 
desire to also imprint on an otherwise anonymous environment. And they do so – like those of Levitt - 
by tracing an ephemeral mark in space – one that vanishes in real time even as it is caught by the 
camera for perpetuity. Like the chalk marks on Levitt’s city walls, the surest sign of the temporality of 
the camera itself is its vulnerability to erasure. The intersections between Vigo’s children and Levitt’s 
thus brings to the fore what Robert Coles rightly notes is a “vulnerable but quite immediate and 
assertive reality” (Introduction to In the Street,1985). 
 
 
Caroline Blinder is Reader in English and American Literature at Goldsmiths, University of London. Her 
research interests include 19th and 20th Century American literature, in particular writing from the 
1930s and the intersections between literature and politics, ideology and aesthetics. In particular, she 
has written on philosophy and aesthetics in transcontinental literature, on the use of obscenity and the 
infusion of Surrealism into American writing. For a number of years, she has been working on 
photography; its use in documentary studies and how images interact with writing. Her most recent 
project traces transcendental and aesthetic devices in a number of photo-textual collaborations 





Harvard University, USA  
 
“The Strangest Mass-Produced Merchandise Imaginable:” Hannah Höch and the Ullstein Sewing 
Pattern 
 
One of the founding crises of the avant-garde—both actively instigated and anxiously negotiated—was 
the de-skilling of artistic production. The breakdown of traditional means led many artists to 
interrogate non-artistic making practices as new sites of possibility, dialogue, and critique. In the 1920s, 
Hannah Höch produced a series of little-known abstract collages using commercial sewing patterns, a 
staple product of domestic life in Weimar Germany. Her longstanding employer—Ullstein and Co.—
was the foremost manufacturer of such DIY designs and the period’s largest publishing conglomerate. 
The sewing pattern is a peculiar and understudied technical medium: a single sheet from Ullstein’s 
Schnittmuster line typically presented a multiplicity of superimposed garment panels for both men’s 
and women’s attire, encoded as a dense network of dashes, stars, dots, waves, and text. Sold in 
department stores, magazines, and independent retail shops, the inexpensive paper objects enticed 
women into self-fashioning and reproductive labor. 
 
Broadly skilled in needlework and handcrafts, Höch apparently viewed these quasi-readymade designs 
with some ambivalence. “Incomparably beautiful hands sew the Venice laces,” the artist once noted, 
“Germany has Ullstein patterns to iron on.” Combining their perplexing geometries with embroidery 
diagrams and other printed elements, Höch’s collages evince an interplay of gendering and 
degendering that navigated both the fraught industrial matrix of the pattern and the male-dominated 
field of abstract art. In the pattern’s frenzied space, I suggest, Höch recognized a kind of vernacular 
Cubist idiom, one grasped almost exclusively by women. This talk examines how the artist’s collages 
wrestled with entrenched gender hierarchies and the dress pattern as a deskilled instrument of 
domestic work. Abstraction, in Höch’s example, operated as an unstable space between artistic 




Max Boersma is a Ph.D. candidate in History of Art + Architecture at Harvard University. His research 
interests include modernist abstraction, the history of photography, and the historiography of art and 
architecture, particularly in Germany, France, and Russia. His article “From Material to Infrastructure: 





Paris-Nanterre University, France 
 
The Order of Montage and Disorder of the World. Tout est foutu by Maximilien Vox and Carlo Rim 
(1932). 
 
In 1932, journalist Carlo Rim and graphic designer Maximilien Vox published a "photographic 
pamphlet" entitled Tout est foutu (It's all screwed) – a visual essay unique in its kind and still largely 
unknown today. Based on the appropriation of press photographs rearranged and recontextualized 
using ironic captions, the book aimed to provide a "visual testimony of the global crisis" in this troubled 
period. 
 
In a text entitled "Photographic Literature", Maximilien Vox explained the process that led to the 
elaboration of Tout est foutu, in which he sees the first attempt at a new form of purely photographic 
essay. While claiming to have been inspired by Russian cinema, Vox nonetheless criticizes the 
demonstrative aspect of dialectical montage as practiced by filmmakers such as Eisenstein. Indeed, the 
political statements of this pamphlet remain rather ambiguous and its editing favors confrontations of 
images whose meaning remains open to interpretation. 
 
With its playful use of photographic juxtapositions, Tout est foutu anticipates a practice that would be 
popularized later by Stefan Lorant, editor of the British magazines Liliput and Picture Post. Tout est 
foutu reveals the close relations between the early photobook and the illustrated press, as it was 
published by the editors of the famous French weekly Vu. For this presentation, I propose to analyze 
Tout est foutu in relation to other contemporary photobooks based on the appropriation of press 
photographs, such as Ernst Jünger’s Die veränderte Welt (1933) to understand how the photographic 
image was considered as a means to cope with the violence and disorder of the world. 
 
Although it presents itself as a "pamphlet", Tout est foutu does not provide clear answers, no clear 
political positioning. Thus, it betrays the ambiguities of the French left at the beginning of the 1930s, 
confronted to the rise of fascism. 
 
 
Max Bonhomme is a PhD candidate in Art History at Paris-Nanterre University. His doctoral dissertation 
deals with political photomontage in France between 1925 and 1945. He has contributed to the journals 
Etudes photographiques, SHIFT, Artefact, Image[&]Narrative, and to the catalogue of the exhibition 
Photographie, arme de classe (Paris, Centre Pompidou, 2018). From the perspective of a graphic history 






Université du Québec, Canada 
 
« Défier notre monde violé par tous les réalistes et les vertueux » : le geste d’avant-garde de la « petite 
littérature » LGBT (2010-2020) 
 
Qu’elle soit assignée « de l’extérieur » ou revendiquée « de l’intérieur », la classification LGBT en 
littérature se réfère à un rapport social d’oppression, rapport où le classement même est constitutif de 
l’acte de domination (Delphy, 2007). Voir ses œuvres intégrées à ce corpus, c’est en quelque sorte être 
assigné à l’aménagement d’un territoire à l’écart, dont les habitants doivent porter la « marque » 
garante de la « vérité », de l’« irréversibilité » et du « caractère d’essence » de leur différence 
(Guillaumin, 1972). On comprend mieux, à cette aune, pourquoi certains auteurs comme Yves Navarre 
haïssent « profondément les dénominations d’“écrivain homosexuel” » (Hefez, 2005).  
 
Ainsi, il est possible de concevoir la désignation LGBT comme signifiante d’une « petite littérature », au 
sens où l’entend Pascale Casanova (2008), c’est-à-dire comme littérature périphérique à celle qui se 
trouve universalisée par son non-marquage. Par analogie, je pose l’hypothèse que, à la manière des 
écrivains provenant de nations « moins dotées littérairement », les écrivains LGBT ne restent pas passifs 
face à ce classement/oppression. Au contraire, leurs prises de parole suggèrent la reconnaissance 
implicite de leur position subordonnée face à l’universel et la tentative d’y apporter une réponse 
littéraire. Contre leur subordination, les écrivains LGBT développent un ensemble de stratégies pour « 
créer les conditions de leur “apparition”, c’est-à-dire de leur visibilité » (Casanova, 2008). 
 
Si la revendication d’une généalogie littéraire, la fondation d’un canon ou la forme réaliste apparaissent 
pour certains comme les outils tout désignés dans la construction de la « petite littérature » LGBT, 
d’autres écrivains font le choix d’une avenue radicalement différente : celle de la mise en crise de 
l’institution, celle de la « destruction », de l’antiréalisme et du scepticisme épistémologique 
traditionnellement associés à l’avant-garde (Murphy, 1998). L’enjeu, pour ces derniers, n’est pas celui de 
la construction de nouveaux savoirs LGBT, mais plutôt celui de l’affront aux anciens canons, porteurs 
d’une épistémologie de dominants. Il s’agit de résister au réel hégémonique comme construction 
sociale coercitive (Haslanger, 2012). Afin de mettre en lumière cette stratégie, j’analyserai dans ma 
communication Querelle de Roberval de Kevin Lambert, Play Boy de Constance Debré et Si tout n’a pas 
péri avec mon innocence d’Emmanuelle Bayamack-Tam. 
 
 
Émile Bordeleau-Pitre est candidat au doctorat en études littéraires à l’Université du Québec à 
Montréal. Récipiendaire de la Médaille du lieutenant-gouverneur pour la jeunesse, détenteur d’une 
bourse de doctorat du Conseil de recherches en sciences humaines, il travaille sur les questions 
d’avant-garde dans la revue d’entre-deux-guerres Documents sous la direction de Jean-François 
Hamel. Sa dernière contribution, « A "Childlike or Savage Way of Seeing": Rethinking the Avant-Garde 
Through Racial Discourses in Documents (1929-1930) », est parue en 2019 dans l’ouvrage Race Theory 




KU Leuven, Belgium 
 
Eugenics, Gender and the City in New Woman Narratives 
 
Eugenicists saw the modern city as a site of degeneration. For eugenics, urbanity meant overcrowding, 
disease, delinquency and moral decay. Such depictions also figure in narratives by British and German 
female authors at the turn of the century. Sarah Grand and Helene Böhlau, as well as lesser known 
authors like Betty Kurth and Arabella Kenealy, reiterate the image of a failing metropolis. In addition to 
imagery of the ‘degenerate’ urban poor, novels by these four authors add the figure of the urban man 
from the upper classes, who also falls into degeneracy due to his sexual promiscuity and proximity to 
sites of degeneration. For the women, however, the city is a site of emancipation. Alongside the 
financial independence the city offers to women, the same anonymity that enables the sexual 
transgression of men (and subsequently their degeneration) is for female characters an opportunity to 
escape social scrutiny and pressure. Nonetheless, the liberation of urban space is temporary and short 
lived. Female characters either transfer to a eugenic rural ideal or perish in the city. This portrayal, I 
argue, exposes the city’s patriarchal structure and the limitations facing the New Woman.  
 
 
Fatima Borrmann is a doctoral student and a member of the MDRN research lab. She studies the role 
of eugenics, genetics and gender in German and English modernist literature.   
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Boruszkowska, Iwona  
Jagiellonian University, Poland 
 
Avant-garde in an apocalyptic tone – modernist transpositions of the crisis  
 
Interest in the crisis and the presence of elements of ‘the end discourse’ in Polish avant-garde literature 
can be treated as one of the most interesting testimonies of the interaction between Young Poland 
(Polish modernist period at the turn of the 19th and 20th centuries, covering roughly the years between 
1890 and 1918) and new art from the interwar period. Decadent movement inspirations and apocalyptic 
themes present in the work of Tadeusz Peiper, Julian Przyboś, Bruno Jasieński or Jalu Kurek point to the 
existence of continuity, implications and constant dialogue, but not to cutting off or breaking with the 
ideas of predecessors (so readily declared in avant-garde manifestos and analyzed by historians of 
literature). By pointing to selected catastrophic threads (apocalyptic, extreme, declining), I want to 
signal some continuation of decadent motifs maintained in an apocalyptic tone (apocalyptic imaging 
and taking over the metaphors of the end) in the avant-garde works of art. Focusing on the apocalyptic 
theme, it can be treated as a manifestation of early modern catastrophic imagination. This peculiar 
transposition of terms or ideas synonymous with the crisis makes it possible to outdate the rigid 
division into epochs in the history of literature (decadent modernism versus the vitalistic avant-garde) 
and blur them out of focus, sharpened by declaring cut-off from tradition and boundaries. It should be 
pointed out that there is no complete break in artistic activities and the sphere of avant-garde 
declarations: we do not function in destruction-creation opposition, but rather we are dealing with the 
transposition of the crisis and its textualisation in the form of an apocalyptic symbol.  
 
 
Iwona Boruszkowska, philologist and literary critic. She works at the Chair of Literary Theory and Center 
for Avant-Garde Studies (Faculty of Polish Studies, Jagiellonian University), where she is investigating 
the literary representation of madness. Author of two books: Defects. Auto/pato/graphies (2016) and 
Signatures of Illness. Defect’s Literature in Ukrainian Modernism (2018). Translator of modern Ukrainian 






Friedrich-Alexander-Universität Erlangen-Nürnberg, Germany 
 
Weibliche Experimentierlust in der Performance- und Aktions-Kunst: Yoko Ono, Marina Abramovich 
und die Guerrilla Girls 
 
Die politischen und ästhetischen Eruptionen und Aufbrüche der 1960er Jahre wurden insbesondere in 
der Performance- und Aktionskunst exzessiv ausgelebt. Als Vorläufer gelten zum einen der Dadaismus, 
zum anderen die japanischen Stilrichtung Gutai, die die Besonderheit des Materials und die 
„Stofflichkeit der Welt“ in die Kunst zurückbrachte. Die Performance und Action Art entzog sich dem 
gängigen Kunst-Verständnis und klassisch-modernen Geschmacksvorstellungen, da sie kein 
bewahrenswertes Werk für Kunstmarkt und Museum hinterließ, sondern ganz im besonderen Moment 
der Aufführung aufging. Das flüchtige Kunstwerk sollte jedoch umso größere Wirkung auf die 
Wahrnehmung der Betrachter entfalten. Auch die Inhalte provozierten. Körper/Leiber wurden als 
Material benutzt, um verdrängtes und verleugnetes wie Sexualität, Promiskuität, Gewalt, Blut, Schmerz 
und Schmutz - oft anstößig - aufzuführen. Insbesondere Frauenkörper wurden, nun stilistisch 
zugespitzt, zum Objekt und identitätslosem Material der Kunst, entmachtet und entindividualisiert, oft 
nicht mehr als puppenhafte, duldsame, misshandelte Körper. Im Wiener Aktionismus beispielsweise 
fungierten Frauen als manipulierbares Leibmaterial der Aufführung. Befreit wurde zwar die Sexualität 
von ihren bürgerlichen Hemmungen, den Frauen jedoch wurden neue, nun spektakelhaft sichtbar 
gemachte Fesseln auferlegt. 
 
Gleichzeitig holte sich eine neue Generation von Performance-Künstlerinnen einen guten Teil der 
Bildmacht zurück. Auch sie machten den Frauen-Körper, und in erster Linie ihre eigene Körper-
Leiblichkeit, zum Material der Kunst. Damit machten sie sich, nicht selten paradoxerweise, gleichzeitig 
zum Objekt und künstlerischen Subjekt. Beginnend mit der Performance „Cut Pieces“ von Yoko Ono, 
die als Vorläufer von Abramovichs sehr bekannter Performance „Rhythm 0“ gelten kann, sollen 
verschiedene Stile der weiblichen Experimentierlust untersucht werden. Beide Aktionen thematisieren 
das fremde, verletzende Begehren, bieten ihren Körper in der Performance an, und beziehen das 
handelnde Publikum als „Täter“ mit ein. Während die eine allerdings die gesellschaftlichen Rollen und 
Masken sichtbar macht und „abschält“ bzw. „in Stücke schneidet“, geht die andere schmerzhaft unter 
die Haut der Künstlerin und schneidet nicht nur in die Kleidung, sondern in ihr Leben. Als drittes 
Beispiel weiblicher Aktionskunst soll auf die „Guerilla Girls“ eingegangen werden, die in spektakulären 
Akten, mit Ironie und Humor garniert, den Spieß endgültig umdrehen. Durch den Gebrauch von 
Masken machen sie sich als Individuum unsichtbar, um damit immer noch selbstverständliche 
Strukturen männlicher Dominanz und unsichtbare „gender biases“ am Kunstmarkt und in der 
Museumslandschaft sichtbar zu machen, den Nerv des (Fach-)publikums zu treffen und den Anteil der 
Frauen am „Kunsthimmel“ zu erobern. Die weibliche Experimentierlust in der Performance- und 
Aktionskunst entwickelte völlig unterschiedliche stilistische Mittel: Ironische Zuspitzung und 
scharfsinnige Kritik, Ermächtigung durch Aneignung traumatischer weiblicher Erfahrung, Verbleib und 
Feier des Traumas, Transformation des Traumas. 
 
Aida Bosch. Department für Sozialwissenschaften der Friedrich-Alexander-Universität Erlangen-
Nürnberg. Aktuelle Arbeitsschwerpunkte: Kultursoziologie und -theorie, Bildtheorie und 
Bildhermeneutik, Soziologie der Sinne, Materielle Kultur der Gegenwart, Körper- und 
Leibphänomenologie, Wissenssoziologie. Dissertation 1995 mit dem Thema „Interaktionskulturen in 





Columbia University, USA  
 
The Subversive Pedagogy of Yugoslav Surrealism  
 
The 1933 collaborative surrealist book The Exploits of the “Five Cockerels” Gang marks the end of the 
historical avant-gardes in Yugoslavia. Created by two prominent Belgrade Surrealists –Aleksandar Vučo, 
who wrote the verses, and Dušan Matić, who authored the foreword, collages, as well as the 
“explanations” of the collages—The Exploits is one of the examples of avant-garde photopoetry books 
for children and a rare example of the surrealist “novel in verse” accompanied by photomontages. The 
paper offers a close inspection of the relationship between Matić’s collages and Vučo’s verses, arguing 
that The Exploits is a double-voiced Surrealist dispositive: a “suggestion apparatus” set in motion by the 
reader/viewer who, as an important part of this conceptual-material circuit, participates in the 
interrogation of the conditions of the political, the articulation of a moment of political possibility, and 
the enactment of a symbolic destruction of politics.  
 
 
Aleksandar Bošković is a scholar of Russian and East European modernism, Yugoslav, post-Yugoslav 
and Balkan Studies, with a strong background in comparative literature, critical theory, and visual 
studies. He teaches at Columbia University and is currently working on a cross-cultural and 





Université Sorbonne Nouvelle-Paris 3, France 
 
“Genius is nothing but an extravagant manifestation of the body”: 
Embodying the Crisis of the Artwork 
  
In his seminal Theory of the Avant-Garde, Peter Bürger argues that the unprecedented crisis of the 
concept of work of art is what modernism and the avant-gardes had in common. He quotes Adorno’s 
statement: “Today the only works which really count are those which are no longer works at all.” While 
Duchamp’s Fountain is the classic example illustrating this unprecedented crisis of the avant-garde 
artwork, this paper takes as case studies two other lesser-known artists also associated with New York 
Dada, Arthur Cravan and Baroness Elsa von Freytag-Loringhoven. Among the most extreme 
practitioners of the avant-garde attempt to do away with the boundaries between art and life, they 
challenged the idea of the artwork in a different way from Duchamp’s. “Genius is nothing but an 
extravagant manifestation of the body,” wrote Arthur Cravan, who advertised himself as a poet-boxer 
“with the shortest hair in the world.” This provocative statement also applies to Baroness Elsa, who 
gained notoriety for her body performances, which have been interpreted as “body performance 
poems.” Both wrote texts radically putting poetic meaning in crisis through strategies of Dada 
nonsense, fragmentation through dash structures, and linguistic defamiliarization, but in both cases, 
poetic form was displaced from the text to the subversive act of the body of the artist in performance 
and to his subversive artistic identity. Their extremely volatile, unstable textual poetics is inextricably 
linked to their subversive acts and body performances, life itself becoming those two poets’ œuvre, to 
the extent that, for example, Cravan’s boxing matches, or even his mysterious disappearance off the 
coast of Mexico in 1918, construed as a “Dada suicide,” may be seen as part of his artistic strategies. 
This paper will discuss their extravagant performances as embodying the unprecedented crisis of 
artistic form itself.  
 
 
Yasna Bozhkova is a Lecturer in the English Department of the Sorbonne Nouvelle University in Paris. 
She holds a PhD in English Literature, which she received from the same university in 2016. Her 
research focuses on twentieth-century American literature, as well as transatlantic modernism and the 
literary and artistic avant-gardes. She is currently working on her first monograph, titled Between 
Worlds: Mina Loy’s Aesthetic Itineraries. She has published articles and presented papers on Mina Loy, 
Sylvia Plath, Anne Sexton, Djuna Barnes, Baroness Elsa von Freytag-Loringhoven, and Emily Dickinson. 
Her article “‘The Language of the Future’ and the Crisis of Modernity: Mina Loy’s ‘Aphorisms on 
Futurism’” (Angles: French Perspectives on the Anglophone World 1, 2015) particularly addresses the 





Božić Blanuša, Zrinka 
Zrinka, University of Zagreb, Croatia 
 
Interpreting Crisis, Rethinking the Avant-Garde 
 
The concept of crisis is, as Reinhart Koselleck explains, the fundamental mode of historical 
interpretation and an expression of the new, modern, sense of time. The Ancient Greek kρίσις (krísis) 
has its roots in the verb κρίνω (krínō), which means: to separate, to choose, to judge, to decide. Crisis is 
that point in time in which a decision is due but has not yet been made. It involves a decision that is 
unique and final. Thereafter, everything will be different, nothing will remain the same. Modernity, 
however, operates with a more generalized understanding of the concept. Crisis becomes a permanent 
condition of human history and a point of departure for grasping and interpreting historical time. There 
are four possible meanings according to Koselleck: crisis as a decisive point at which action is required, 
crisis as a point after which everything will be changed forever, crisis as a situation which constantly 
recurs and generates momentous consequences, and crisis as a historically immanent transitional 
phase. In each case it is a matter of understanding historical time, of explaining the past, grasping the 
present and anticipating the future. 
 
With regard to that one has to wonder about the ways literary history operates with the concept and 
the phenomenon of the avant-garde. Taking these various meanings of crisis into account, two major 
questions about the role of the avant-garde arise: is it a symptom of crisis, or does it generate one? 
Should one regard the avant-garde as pure expression of crisis, or as an agent of crisis. In each case, 
one has to primarily identify the core of crisis, its dynamics, scope, and consequences. The purpose of 
this paper is to examine the avant-garde in relation to various meanings of the concept of crisis in 
order to shed light on the ways literary history explains its role and its long-term effects on the 
institution of literature. 
 
 
Zrinka Božić Blanuša is Assistant professor of literary theory at the Faculty of Humanities and Social 
Sciences, University of Zagreb. Her research interests include poststructuralism, deconstruction, 
phenomenology, narrative theory, intersections between literature and philosophy, the position of 
literature and literary theory in relation to politics, theories of representation and problems of 
testimony. She is the author of Iz perspektive smrti: Heidegger i drugi (From the Perspective of Death: 
Heidegger and Others, 2012), a genalogical study of contemporary discussion on Heidegger’s concept 




Bradley Bellew, Paul 
Fu Jen University, Taiwan 
 
The Crisis of Racism in Blues: A Magazine of New Rhythms 
 
The literary magazine Blues: A Magazine of New Rhythms ran for nine issues from 1929 into 1930 and 
published work from such canonical figures in modernism as Ezra Pound, Gertrude Stein, H. D., and 
William Carlos Williams. The content of the journal is entirely—and often brashly—experimental, and 
the editors labored to pose the magazine as an intervention in the supposed crisis of waning modernist 
literature. For example, in a statement published in an early issue, Williams claims that “Blues is a good 
name for it, all the extant magazines in America being thoroughly, totally, dead as far as anything new 
in literature among us in concerned” (30). But is it a good name? Indeed, the poet founders of the 
magazine disagreed over just this question. Editor and driving force behind the journal Charles Henri 
Ford, who was a queer white man from the South who would go on to write one of the first LGBT-
themed novels in the US, argued that “blues” communicated a newness and vibrancy, while associate 
editor Kathleen Tankersley Young, who was living in Greenwich Village is now known primarily as a 
figure in the Harlem Renaissance, thought the title implied a connection to African American culture 
and music that was simply misleading. And the poetry that each published in the journal bore out this 
disagreement. Ford’s poetic contributions and editorial selections clearly carve out a vibrant space for 
queer sexuality, while Young’s poetry often contains issues of racism and black life in America, which 
sometimes created a noticeable tension. This paper will discuss some specific representations of race 
from the magazine and analyze the conflicted and complicated relationship between poetry, sexuality, 
and racism in the modernist period. 
 
 
Paul Bradley Bellew is an assistant professor in the Department of English Language and Literature at 
Fu Jen University in Taiwan. He specializes in modernism, poetry and poetics, and gender and sexuality 
and has published in Twentieth-Century Literature and The Journal of Modern Literature. He is currently 




Brito Alves, Margarida 
Universidade Nova de Lisboa, Portugal 
 
Within and Beyond the Classroom: The Educational Practices of Salette Tavares in the 1970s 
 
With a background in philosophy/aesthetics, Salette Tavares (1922-1994) was an artist who began to 
develop her work in the scope of the Portuguese New State dictatorship (1933-1974). Having started 
her trajectory as a poet, she became known as an artist during the 1960s, in the context of the 
Portuguese Experimental Poetry Group’s activities — which established connections with an 
international dynamic that questioned the dimensions of language and was particularly informed by 
Brazilian visual and concrete poetry. 
 
In articulation with a continuous and committed theoretical reflection, her work combined literary 
production with artistic practice, creating a dually contaminated field — that extended to visual poetry 
and to a three-dimensional production she named as “spatial poetry”. Furthermore, driven by an 
interest on the phenomenological and performative features of the artwork, she not only elaborated 
pieces that included a relational dimension, but also collaborated in the first happening in Portugal, in 
1965. 
 
After the 1974 “Carnation Revolution”, and at a time when pedagogical methods were being 
questioned and reformulated in several art schools in Portugal, Salette Tavares taught courses on 
Aesthetics at Ar.Co — Centro de Arte e Comunicação Visual — an independent art school created in 
Lisbon in 1973, where she had the opportunity to develop experimental educational processes during 
the 1970s. Blurring the boundaries between artistic practices and teaching, Tavares configured 
performances that were presented as classes (or the other way around) and that, as a participative and 
collective event, included the (mis)interpretation of children’s stories, the creation of an opera 
environment and the enactment of different characters, but also gardening  and a picnic. 
 
Addressing Salette Tavares’ trajectory, but specifically focussing on her experimental pedagogical 
methods, this paper aims to contribute to the discussion of the crisis in educational practices that took 
place in Portugal over those years. 
 
 
Margarida Brito Alves is an Assistant Professor at the Department of Art History of the NOVA/Faculty of 
Social Sciences and Humanities in Lisbon. She is a board member of the Instituto de História da Arte 
(Art History Institute), where she coordinates the Contemporary Art Studies research group, and the 
“Spatial Practices in Contemporary Art” research line. She is the author of A Revista Colóquio / Artes 
(Lisboa: Colibri, 2007), and O Espaço na Criação Artística do Século XX. Heterogeneidade. 
Tridimensionalidade. Performatividade. (Lisboa: Colibri, 2012). She co-curated the exhibitions Salette 
Tavares: Visual Poetry (Gulbenkian Foundation, Lisbon, 2014), Co-Habitar (Casa das Galeotas, Lisbon, 




Bru, Sascha  
KU Leuven, Belgium 
 
Gone in crisis. 
Up in Smoke.  
 
Sascha Bru is a professor at the Arts Faculty of the University of Leuven (KU Leuven). He has published 
widely on avant-garde culture. At KU Leuven, he is a director of the MDRN research lab, the Head of 
Theory and Cultural Studies, and a member of the university’s Culture, Art and Heritage Committee. He 




Bangor University, UK 
 
Material and Visual Excess in Late 1970s and 1980s Catalan Performance Art 
 
Spain’s transition to democracy after Franco’s death in 1975 seemingly initiated a journey towards a 
more open, tolerant and permissive society. Because of this, the highly politicised subversive and 
experimental practices of 1960s and early 1970s (conceptual) artists no longer had a purpose or a place 
in this context of political and social renewal. The crisis of conceptual art in Catalonia, which had been 
primarily informed by the early twentieth-century avant-gardes, was more acutely felt as the re-
establishment of the Catalan Generalitat in 1977 brought about a period of reconstruction and 
normalization of culture. In this new context, the artworld became subject to market conditions and 
cultural institutions and centres proliferated, a process of institutionalisation that took place as 
Barcelona was getting ready to host the 1992 Olympic Games. Despite the hostile environment for the 
more marginal and subversive creative practices, some artists and collectives continued to explore the 
boundaries of performance art and locate the body – and its limits – at the centre of their artistic 
production. Drawing on the notion of excess, described by Georges Bataille in Madame Edwarda (1941) 
as a trait of human identity or ‘the very thing for which being is’, this paper examines excessive bodily 
matter in late 1970s and 1980s Catalan performance art. It situates the actions Barcelona Toro 
Performance (1979) and BBP. Barcelona Brutal Performance (1980) by Jordi Benito (1951-2008), and the 
1980s performances Accions (1984), Suz/O/ Suz (1985), and Tier Mon (1988) by the theatre collective La 
Fura dels Baus in relation to mid twentieth-century avant-garde movements. In so doing, it establishes 
conceptual and aesthetic continuities with Fluxus, and its emphasis on artistic process rather than 
finished object, Yves Klein’s use of the body as ‘living brush’, and the transgressive, violent and even 
destructive performances of the Viennese Actionists. 
 
 
Eva Bru-Domínguez is Lecturer in Hispanic Studies at Bangor University. Her main research interests are 
the representation and construction of the body in visual and performance art with a special interest in 
Catalan cultural production. She is the author of Beyond Containment: Corporeality in Mercè Rodoreda’s 
Literature (2013); with the architect and poet Gaspar Jaén Urban, she has co-edited an artist booklet on 
the multidisciplinary and performance artist Olga Diego (2014); and she has published articles and book 
chapters on cinema, photography and performance art. With Helena Buffery, she co-edited the special 
issue ‘Contaminated and Dislocated Bodies in Catalan Visual and Performance Cultures’, Journal of 





Adam Mickiewicz University, Poland 
 
The crisis of form in David Bomberg’s modernist art 
 
David Bomberg (1890–1956) experimented with form in the pivotal stage of his career in and around 
1914. His major works from this time The Mud Bath and In the Hold embrace the crisis of representation 
by boldly rejecting the past, breaking up with the form, and challenging the previously upheld notions 
of beauty. Thus they produce a crisis of their own aesthetics, stripping the form of “all irrelevant matter” 
and searching for an “intenser expression,” as he declared in his manifesto. In his art a crisis of form 
involved departing from representation, giving the human figure a mechanical and geometrical shape, 
simplifying the form. “My object is the construction of pure form. I reject everything in painting that is 
not Pure Form,”, he insisted. Although produced out of some of the most dramatic circumstances in 
modern human history, these works demonstrate how for Bomberg crisis became a productive and 
inspirational strategy of opposition. His representation of crisis with a trope of loss of mimesis reflects 
the fears and traumas of the modernist artist abandoning naturalism. Yet the revolutionary and critical 
aesthetic change that Bomberg’s art became part of did not stop at the very loss. 
 
 
Dominika Buchowska is the author of “A Sense of Form”: The Art of David Bomberg (2015), and 
Negotiating Modernism: Art Criticism in The New Age 1907–1922 (2018). She is assistant professor at the 
Faculty of English, Adam Mickiewicz University in Poznań, Poland. Her research interests are British 
modernist and avant-garde art and literature, little magazines, art criticism, as well as connections 





Utrecht University, Netherlands,  
 
WPA: artistic autonomy vs government planning during the Great Depression  
 
The New Deal WPA Federal Art Project still stands as one of the most ambitious public support 
programs for the arts in a capitalist country. Thousands of artists, writers, photographers, dancers and 
musicians were employed by the American government and they were asked to bring the arts to the 
people and to produce art works, texts and performances for the people. Its social credentials are clear, 
and so is its impact on the promotion and conceptualization of American art as an entity in itself, apart 
from European aesthetic norms and ideals. Its artistic legacy, however, seems less straightforward. The 
WPA's social focus might be seen as constraining the artist's autonomy. In this paper I will try to assess 
whether and how this government project can be linked to avant-garde ideals. Did the state of 
economic and social crisis in which this project emerged open up artistic discourse or did it stifle 
experimentation? Did the focus on employment and public outreach lead to conservatism or, rather, 
did it liberate artists from the traditionalism of trustees and museums? How did artists negotiate the 
WPA's intrinsically nationalist agenda, considering the impact of the aesthetics promoted by Mexican 
muralists, Soviet Constructivism and the newest forms of European theatre? By following specific artistic 
trajectories of women artists and artists of color the WPA’s diversity track record will be assessed as 




Geert Buelens is professor of Modern Dutch Literature at Utrecht University, guest professor of Dutch 
Literature at Stellenbosch University (RSA) and Kluge Fellow at the Library of Congress (2008). His 
research deals primarily with the intersections between literature and society. He has published widely 
on the Flemish avant-garde writer Paul van Ostaijen and on 20th Century avant-garde poetry, 
nationalist literature and poetry of the First World War. He is editor of Avant-Garde Critical Studies 
(Brill) and the author of Everything to Nothing: The Poetry of the Great War, Revolution and the 
Transformation of Europe (Verso, 2015) and a cultural history of the global Sixties (De jaren zestig. Een 




Bueno de Mesquita, Nicholas 
Courtauld Institute of Art, UK  
 
German and Soviet Architects in the 1920’s: From Exhibition to Symbiosis? 
 
This paper situates the 1922 First Russian Art Exhibition as foundational episode in the development of 
the enmeshed architectural relations of Germany and the Soviet Union through the 1920’s. Progressive 
German architects’ designs and the writings of commentators such as Ludwig Hilberseimer reflected 
their discovery of the Russian painting and sculpture of the 1922 exhibition. The architectural section of 
the 1924 First General German Art Exhibition in Russia renders homage to the 1922 exhibition by a 
display of their appropriations from it. This also proved a successful act of proselytization – immediately 
prompting visible changes in direction by leading Russian architects. Subsequent fluid German-Soviet 
exchanges would bring increasing parallels in architectural language, design methodologies and the 
use of Taylorist methods, responses to design challenges such as the minimum dwelling and the layout 
of new settlements.  
 
This close cross-border symbiosis emerged from 1922 onwards as response to an architectural crisis 
common to both countries – the compelling need to redefine urban proletarian housing. The symbiosis 
would crumble from around 1930 under a new crisis – the demands from the political sphere for a 
more doctrinal architecture. The transnational vision of this analysis undermines the longstanding 
dominant narrative of early Soviet architecture. This has implied autonomous development and little 
contact with the West – and 1920’s modernism is often represented as critically fractured between 
Soviet social engagement and Western aestheticism.  This narrative of Soviet ‘exceptionalism’ seems to 
have been applied anachronistically to the 1920’s by writers influenced perhaps by the emergence after 
1930 of more doctrinally political architectural visions. 
 
The paper analyses the 1922 and the 1924 displays and their impact – the 1924 display of the work of 12 
leading German architects has been largely overlooked in the literature.  It concludes with a critical 
contextualisation of the application of the ‘exceptionalist’ vision of Soviet architecture to the 1920’s.   
 
 
Nicholas Bueno de Mesquita received a first degree in modern history from Oxford University and an 
MA degree from the Courtauld Institute and completed his Courtauld Ph.D. thesis on Soviet 
Architecture of the 1920’s and Western Europe. Separate Modernisms or an ‘International Front of 
Modern Architecture?’ in 2019. He curated the architectural section of ‘Rodchenko and his Circle’ at Art 
Sensus, London in 2011 and, with Marie Collier, he prepared the exhibition catalogue Building the 
Revolution (Royal Academy, London, 2011-12). His ‘Theo van Doesburg and Russia’ was published in the 
collection, Utopian Reality, (Brill 2013) and his ‘Karl Kraus, Oskar Kokoschka and the Prometheus 
Triptych’ appeared in the Burlington Magazine in 2009. Has given papers on aspects of the relationship 
of Soviet and Western architectural modernism at ASSEES and other conferences, is a member of the 
Advisory Board of the Cambridge Courtauld Russian Art Consortium (CCRAC) and has travelled 




CEFRES, Czech Republic 
 
The Chaplin Vaccine: Crisis, Taylorism and Immunization in Early-Soviet Film Theory, Science, and 
Fiction 
 
Current discourses of modernism’s investment in rationalisation and efficient modes of production as 
an answer to the crisis of industrial labour are often underpinned by assumptions about the 
transformative potential of work, whether it concerns literary and cinematic experimentation or radical 
remodelling of human bodies and their capacity for action. Vaccination, which was important for 
managing work performance at the level of the masses, helps us reconsider the impact of cinema on a 
culture concerned with personal and industrial efficiency, as it promised to make the viewers immune 
against certain social pathogens, while bringing this learning tool of corporeal optimization to the 
attention of the masses. Within the fantasy of cinema as a “labour vaccine” the figure of Charlie Chaplin 
was appropriated by the Soviet avant-garde and film theorists to play an unlikely role of an expert in 
the theory and practice of labour. I propose to examine Chaplin’s cameo in Iprit, a science-fiction novel 
co-authored in 1925 by Russian Formalist Viktor Shklovsky and modernist Vsevolod Ivanov.  
Named after the notorious mustard gas first used during WWI, Iprit provides an indirect but 
unmistakable critique of the early-Soviet mechanisms of control over individual and social productivity, 
compared here with dystopian experiments in eugenicist engineering of colonial subjects and working 
class populations. In my reading it does so by juxtaposing the belief, central to post-revolutionary 
critical thought, that an injection of arts can safely rewire the minds and bodies of Soviet workers with 




Asiyan Bulatova is currently an associate researcher at CEFRES in Prague. She earned her doctorate at 
the University of Manchester and has been a Marie Skłodowska-Curie fellow at the University of 
Warsaw, as well as holding fellowships at the New Europe College in Bucharest and NTU in Singapore. 
Her current project focuses on the cultural and scientific politics of human agency in Russian Formalist 
theories of literature and in popular scientific and medical discourses. Her work has been published in 





“Ovidius” University Constanta, Romania 
 
Vraisemblance in Crisis. The Poetics of Derealisation in Romanian Surrealism. Case Study: Gellu Naum’s 
Zenobia 
 
My paper problematizes Zenobia, a metapoetic emblem of Romanian the literary avant-garde, aiming 
to reveal the ciphered aesthetic strategies that instrument derealization. This narrative written by Gellu 
Naum (possibly the most `heroic` of Romanian Surrealists) revalues all the textual categories: the 
structure is dialectic, circular, perceived rhythmically, space and time become agents of 
(inter/meta)fiction, the irreal is the immanent norm, the scenario is atonal, recursive, irrelevant if it is not 
read through a symbolic lens, the characters are devoid of psychological content. Zenobia is not only 
paradigmatic for Romanian Surrealism, but also an experiment designed to test the limits of our 
conceptual understanding of reality and its artistic representations. If vraisemblance is systematically 
repudiated, the text radicalizes its autotelism, becoming an opaque crucible where poetic substances 
are distilled, new ways of showing and telling are experimented with and (im)possible worlds are born. 
 
 
Alina Buzatu is Associate Professor at `Ovidius` University Constanța, where she teaches Theory of 
Literature. Her main research interests include narrative pragmasemiotics, discourse analysis, intelectual 
histories of the XXth century, philosophy of mind. She published 3 books and several articles on Gellu 
Naum /Romanian Surrealism and paradigmatic changes in theoretical knowledge. She is a member of 






Università degli Studi di Firenze, Italy 
 
The London Bulletin between Art and “Social, Political and Ethical Side-lights” (1938-40)  
 
In 1938 the first issue of the journal London Bulletin appeared, which quickly became the voice of the 
surrealist group in England and gave it a sort of cohesion. An editorial statement explained the aim of 
the project: “It is proposed to issue a monthly publication which will include in addition to the 
catalogue of the current exhibition essays, poems, illustrations, notes and criticism on the painters and 
sculptures presented by the London Gallery. […] Also it will publish news concerning artists, and social, 
political and ethical side-lights”. The bulletin was established by Belgian surrealist E.L.T. Mesens and 
British painter and poet Roland Penrose, who together, in 1938, had opened in Cork Street the London 
Gallery: the only surrealist gallery to be active in Britain. The London Bulletin appeared from April 1938 
to June 1940, and it functioned as the catalogue for the exhibitions of the London Gallery and other 
(London) art galleries, but it was never a simple newsletter.  
 
The political engagement of the Bulletin is clear from the first number, with a polemical article 
dedicated to the 1937-38 Nazis exhibition on Degenerate Art, and this engagement with politics 
continued through the following issues, primarily through the interplay of texts and images. When the 
last number of the bulletin was published the Second War World had already broken out on the 
continent, so the Surrealists decided to put on the cover the painting by Giorgio de Chirico 
emblematically titled The War, and on the second page a sort of manifesto encouraging its readers “to 
fight Hitler and his ideology.” In conclusion, my paper aims to shed new light on the London Bulletin as 
a medium for Surrealists to be politically engaged and to share their ideology in England on the eve of 
the outbreak of WWII.  
 
 
Caterina Caputo received her PhD from the University of Florence, Pisa, and Siena. Her work addresses 
topics at the crossway of collecting, art market, cultural dissemination, and transnational exchanges 
related to Surrealism, Avant-gardes and Modernity. She recently turned her PhD dissertation into the 
book: Collezionismo e mercato. La London Gallery e la diffusione dell’arte surrealista, 1938-1950 
(Florence: Pontecorboli, 2018), and she is working at the English version of the volume (Leidon-Boston: 
Brill, forthcoming). She has published articles on Belgian and British Surrealism, Giorgio de Chirico, and 
surrealists’ collections. She is contributing to the "Art Market Dictionary" (Berlin: De Gruyter, 2020). 
Caterina has been awarded the Leon Levy postdoctoral fellowship at the Center for the History of 
Collecting at the Frick Collection (2018) with a project on Gordon Onslow Ford’s collection (forthcoming 
publication). Additionally, she has been a research fellow at the Center for Italian Modern Art (CIMA 
New York, 2019), and visiting scholar at the Cuny University (Spring semester, 2019), and recently at 
Vittore Branca Centre at the Cini Foundation in Venice (2020). At the moment she is part of a research 
group on Surrealism at the University of Florence, and Assistant for the course in History of 





National University of Arts Bucharest, Romania 
 
For or against the revolution? Surrealism, Victor Brauner and their reception in Bucharest in the 1930s 
 
While the avant-garde or radical modernism was being citicised by the escalating right wing politics in 
a divided country, Bucharest in the 1930s was still a lively artistic metropolis, attracting new generations 
and harvesting new groups.  At first sight, the artistic sociability was changing among avant-garde 
artists and writers: during the 1930s, unlike the previous decade, the informal artistic groups prevailed 
over little magazines and manifestoes. Beyond groups and friendships, the gradual embracing of 
communist ideas created a new kind of solidarity, which expanded the borders of the avant-garde. This 
also gave rise to an internal crisis concerning the adequacy of the avant-garde (especially surrealist) 
and other modernist formulas to the social and political revolution envisaged by communism. It is in 
this context that Victor Brauner, who had previously joined the surrealists led by André Breton, 
returned to Bucharest with the great plan of connecting local artists to the Paris group. I propose to 
discuss the reception of his projects and of his exhibition as an embodiment of the avant-garde 
internal crisis mirroring various ways of negotiating political options, friendships, solidarities, in the East 
and the West. 
 
 
Irina Cărăbaş is assistant professor at the Department of Art History and Theory, National University of 
Arts in Bucharest. She is the author of the book Realismul socialist cu fața spre trecut. Instituții și artiști 
în România 1944-1953 (2017, Socialist Realism Facing the Past. Institutions and Artists in Romania 1944-
1953) and of several studies concerning the Romanian avant-garde, Constructivism, avant-garde 




Carlo Simonelli, Federico 
Il Vittoriale degli Italiani, Italy 
 
Fiume and d’Annunzio: the “real-time epic poem” and the myth 
 
This paper concerns a peculiar moment in Italian political history after the First World War: the 
occupation of the city of Fiume (today Rijeka) by a small rebel army led by writer Gabriele d'Annunzio, 
who wanted the city to be part of Italy. This event is remembered as "The Fiume exploit". The regime of 
the "warrior poet" and his "legionaries" influenced some aspects of European politics in the first half of 
the twentieth century. In Fiume, new languages and rituals were experimented with, which later 
became instruments of mass involvement employed by totalitarian regimes. My research aims to 
investigate the origins of this myth. In particular, I intend to understand what were its short-term goals. 
In Fiume, d'Annunzio and his followers elaborated a narration to hide profound contradictions. While it 
is true that the city can be considered a historical melting pot of the multiethnic Adriatic coast, 
D’Annunzio’s rebels wanted to create the myth of an unquestionably Italian city. The writer, as a 
"Comandante" ("Commander"), wanted to create a "real-time epic poem", destined to be imposed on 
public opinion and history. His ability as a speaker allowed him to turn to nationalists and democrats. 
His experience at the front allowed him to introduce himself as a symbol for the veterans. His in-depth 
knowledge of theater habits and symbols enabled him to develop spectacular public events that 
involved the masses. 
 
 
Federico Carlo Simonelli obtained a Ph.D. in History of parties and political movements in Europe at the 
University of Urbino “Carlo Bo”. His research focuses on the role of mass culture in politics and the 
creation of national identity in the 20th Century. His studies concern the analysis of rituals and 
narrations related to the “Fiume exploit”. He is responsible for the Fiume Office at “Il Vittoriale degli 
Italiani” and collaborates with the “Società di Studi Fiumani” in Rome. He is also a scientific advisor for 





University of Kansas, USA 
 
After Another Car Crash, Marinetti Crashes Fiume: A Futurist Account of d’Annunzio’s Endeavor 
 
In honor of the centennial anniversary of the occupation of Fiume/Rijeka (1919-1920), this paper aims to 
explore what Günter Berghaus called a “Futurist Revolution”, and what Claudia Salaris referred to as a 
“Party-Like Revolution”. Drawing on archival research conducted at the Beinecke Rare Book and 
Manuscript Library in New Haven and at the Columbia University Rare Book and Manuscript Library in 
New York City, this study will highlight the role played by the Italian futurists and their interactions with 
the other participants in the occupation of Fiume, a critical, military and cultural operation led by an 
Italian poet and war hero, Gabriele d’Annunzio. Marinetti, the founder of Italian Futurism, who in June 
1917 had received a visit from d’Annunzio while wounded in a hospital during the Great War, 
enthusiastically left for Fiume in September 1919. The coexistence of Marinetti and d’Annunzio did not 
last for long, as Marinetti was most likely induced to leave Fiume after two weeks. Yet, a narrative poem 
written by Marinetti in the futurist technique called “words in freedom”, only recently and 
posthumously published, allows us to add Marinetti’s account to what is conventionally and reductively 
referred to as d’Annunzio’s endeavor. Comparing this posthumous poem, entitled Il Poema di Fiume, 
with Marinetti’s notebooks, this study will assess Marinetti’s role and his poetic rendition through the 
analysis of a text that is surely worth more critical consideration. 
 
 
Patrizio Ceccagnoli is Assistant Professor of Italian at the University of Kansas, where he has taught 
since 2014. Ceccagnoli is the editor of Filippo Tommaso Marinetti’s previously unpublished poem, Il 
Poema di Fiume, as well as of the first edition of Marinetti’s novel Venezianella e Studentaccio (Oscar 
Mondadori, 2013), in collaboration with Paolo Valesio; for this project Ceccagnoli was nominated for 
the Marino Moretti Award. In 2013, Ceccagnoli published two books of Milo De Angelis’ poetry in 
English translation, released together with the University of Chicago Press under the title Theme of 
Farewell and After-Poems (co-translated with Susan Stewart, Princeton University). For this translation, 
Ceccagnoli was nominated for the American Literary Translator’s Association Annual Award in 2014. In 
Fall 2019, Ceccagnoli’s translations from Anne Carson appeared in «Nuovi argomenti» and «Italian 
Poetry Review». His translations from Antonella Anedda’s Historiae are featured in the 2019 Winter 
issue of «The Paris Review». In collaboration with Franco D’Intino (Sapienza Università di Roma), 
Ceccagnoli is the guest-editor of peer-reviewed journal «Costellazioni», issue 10, Fall 2019. The issue is 
entitled “Eco-Leopardi”. Apocalyptic Visions and Critique of the Human in the Poet of Nature and deals 
with ecological perspectives and apocalyptic visions in Leopardi’s work. He is a managing editor of 




Champagne, John Gerard 
Penn State Behrend, USA 
 
Fiume as International Queer Crisis 
 
That Fiume was a laboratory for experimentation with drugs; non-monogamous sex; bi- and 
homosexuality; and cross-dressing is demonstrated by the memoirs of Giovanni Comisso and noted in 
passing by historians. What has not occurred, however, is an examination of Fiume in light of the 
history of modern homosexuality. Fiume provides evidence of a transnational sexual culture, “queer” in 
its refusal of normative definitions of sexuality and gender. But given its less than unambiguous 
relationship to fascism, it has not been seized upon by queer history as an important moment in the 
narrative of modern homosexuality, particularly given that Anglophone versions of this history typically 
cite World War II (and not the interwar years) as a significantly rich moment in modern Western 
homosexual identity (see Allan Bérubé’s book/film Coming Out Under Fire). Drawing on the notion of 
queer failure, I argue for a re-evaluation of Fiume as an international queer crisis. Jack Halberstam 
insists that, “under certain circumstances failing, forgetting, unmaking . . . may in fact offer more 
creative, more cooperative, more surprising ways of being in the world.” The paper will explore how 
Fiume represents not only a “crisis” for modern sexual definition predicated upon a homo/heterosexual 
divide, but also for a queer theory that sees its role as unambiguously affirmative. Like primitivism and 
modern pederasty, Fiume may represent a “dirty little secret” that can nonetheless teach us about the 
forms modern sexuality takes -- minus a simple dismissal of the Impresa as a gathering of what 
Wikipedia terms “omosessuali di destra” (homosexuals of the right). Fiume represents a test case for a 
history of homosexuality that seeks to engage with politics minus a crude attempt to label 
homoeroticism “progressive” or “regressive,” “democratic” or “fascist.” Like Fiume’s own politics, 
interwar homosexuality resists simple binaries of left and right. 
 
 
John Gerard Champagne Professor of English at Penn State Erie, the Behrend College, where he works 
on the modern representation of sexuality and gender in film, literature, and painting. His most recent 
monograph, Queer Ventennio (Peter Lang, 2019), explores the way in which homoeroticism was 
articulated by three interwar Italian figures – Giovanni Comisso, Filippo de Pisis, and Corrado Cagli. He 
is the author of three other monographs, and his work has appeared in such journals as «College 




University of Athens, Greece 
 
Literature, Quantum Mechanics and the Problem of Representing Reality  
 
The paper deals with the ways in which literary art and quantum physics meet at the crossroads of 
promoting the need and the methods for establishing a new expressive means to represent, in an 
objective and truthful way, the nature of reality. Following the formulation of matrix and wave 
mechanics, and then the complementarity principle that came to combine the two in a rather 
uncomfortable union, quantum theory entered an epistemological crisis: does it give us a merely 
symbolic description of a quantum world that does not really exist or can it provide us with an accurate 
and true (albeit perhaps incomplete) description of the way the world really is? For some of the 
pioneers of quantum theory, including Heisenberg and Schrödinger, representing the new reality as it 
emerges out of quantum mechanics is impossible by means of the classical and traditional structures of 
language, which are based on the coherence provided by sense perception and our corresponding 
conceptual apparatus. 
 
The problem of representing via language something that eludes sense perception and the mind’s 
conceptual apparatus has been at the centre of literary and philosophical investigation for centuries. 
The implications of the new quantum theory for the nature of reality has thus driven literature and 
quantum mechanics to a close epistemological proximity, and like Venus and Mars they are caught in 
the nets of a representation crisis at once copulating and striving to break free. This consideration, I 
would like to suggest, creates a new set of questions: If, as a number of quantum theory’s pioneers 
have proposed, representing quantum reality is not possible by means of our conventional use of 
language, to what extent can literary art claim to represent this reality via language? What are the 
techniques that literary authors developed in different genres to represent that which eludes sentient 
and conceptual specificity? Do scientific inquiry and literary study constitute two completely disparate 
cultures, as per, for example, C.P. Snow’s arguments, or do they exhibit an epistemological proximity 
without the one being beholden or subservient to the other? To what extent can a synthesis of literary 
and quantum theory contribute to our understanding of the nature of objective reality?  
 
 
Charis Charalampous is currently a Lecturer in English at the University of Athens, Greece. He was 
previously the Toby Jackman Newton Trust Research Fellow at St Edmund's College, University of 
Cambridge. His research interests rest in a period spanning the fourteenth and early nineteenth 
centuries, particularly in relation to the history of emotions and to questions pertaining to the mind-
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Art Without Subject: Theorizing Anonymity in Avant-Garde Painting and Theater in the 1890s 
 
“You must notice one thing [in Paul Cézanne’s work]…It is the absence of a subject. In his first style the 
subject was unimportant, sometimes childish. After his evolution, the subject disappeared; there is only 
a motif.”[1] Written by Maurice Denis in 1907 but attributed to his friend Paul Sérusier, these words 
attest to the lesson that the so-called “Nabi” group of painters derived in the 1890s from their 
predecessors. The lesson may be summarized as a penchant for abstraction or, in more historically 
accurate terms, the exaltation of the “decorative.” From the work of Paul Gauguin, “peremptory 
example of Expression by Decoration” and whose importance for the Nabis surpassed even that of 
Cézanne, “we [the Nabi painters] took away this wise maxim that the aim of all painting is to decorate, 
to be ornamental.”[2] Interpreted at times as the democratization of the arts (Art diffused through 
prints and everyday objects), at times as art’s retreat from the public sphere (Nabi decorative works 
were by-and-large private commissions), the Nabis’s decorative turn on my account more importantly 
attests to a crisis of representation. This crisis affected not only vanguard painting but also theater in 
the 1890s, specifically the experimental Théâtre Libre, Théâtre d’Art and Théâtre de l’Oeuvre for which 
the Nabi artists frequently worked as decorators. In this paper, I propose to examine the preeminence 
of decoration (décor) in Nabi art theories in relation to contemporaneous developments in Symbolist 
theater, where the rejection of naturalism (everyday dialogues, realistic stage sets, plots revolving 
around actions) led similarly to an art without subject. In this domain, figures like Pierre Quillard, Paul 
Fort and more importantly Maurice Maeterlinck articulated the radical dislocation of agency from the 
subject, so that the “crises of subjectivity” in bourgeois theater (Raymond Williams) led logically to the 
deployment of “material reality” (Jacques Rancière) like the window and the lamp as dramatic agent.[3] 
The pragmatic, aesthetic and philosophical convergence between vanguard painting and theater in the 
1890s thus made it possible to imagine anonymity itself as a form agency, which for the fin de siècle 
would connote the collective art of “primitive” cultures (Gauguin), the mysterious force of destiny at 
work in everyday life (Maeterlinck), as well as the unconscious actions of the nameless crowd in a 
massifying society (Gabriel Tarde, Gustave Le Bon). 
 
[1] Maurice Denis, "Cézanne," in Conversations with Cézanne, ed. Michael Doran (Berkeley, Los Angeles and London: University of California 
Press, 2001), 172. My italics. 
[2] ———, "L’influence de Paul Gauguin," in Théories, 1890-1910 (Paris: Bibliothèque de l'Occident, 1912), 165. 
[3] Raymond Williams, "Theatre as a Political Forum," in Politics of Modernism (London and New York: Verso, 1989), 85; Jacques Rancière, "The 
Immobile Theatre: Paris, 1894-95," in Aisthesis: Scenes from the Aesthetic Regime of Art (London and New York: Verso, 2013), 115. 
 
Joyce Cheng is associate professor of art history in the Department of History of Art & Architecture at 
the University of Oregon, where she teaches courses on European art in the late nineteenth and early 
twentieth centuries. Her primary research interests are the visual arts, poetics and aesthetic theories 
considered under the broad aegis of modernism. Informed by critical theory as well as cultural and 
intellectual history, her scholarship is also concerned with methodological issues in the analysis of 
cultural objects and texts. Having published articles and book chapters on Dada, surrealism and the 
aesthetic theory of Carl Einstein, she is currently working on The Persistence of Masks, a book on the 
intersection between surrealist art theories and ethnography in the late 1920s and 1930s. The proposed 
paper is part of another ongoing project on the role of boredom, banality and anonymity in the history 





City University of New York, USA 
 
Unresolved Crisis in Contemporary Fiction and Avant-Garde Opera 
 
Georg Lukács’s charge that modernist writing avoids the complete consciousness that resolving social 
crisis calls for still resonates in debates about modernism. As the legacy of modernism expands to later 
periods, Lukács’s charge returned in Nadine Gordimer’s searing critique of J. M. Coetzee’s Life and 
Times of Michael K, with the pointedly evasive title “The Idea of Gardening.” Yet the modernist 
tendency of not resolving crisis has a history of proponents. Samuel Beckett felt that the tendencies of 
resolution in literary form were insupportable by the conditions of modern life. Non-resolution can be 
understood, then, as an alertness to social crisis even when a work is not directly about politics. 
Aesthetic representation without resolution is a self-conscious subject treated in Slow Man. The 2012 
opera adaptation by the Belgian composer Nicholas Lens and Coetzee removes modes of collective 
crisis from Coetzee’s 2005 novel and emphasizes a fictional author who finds she can’t simply re-solve 
the experience of disability through conventional narrative means. To the extent that a redemptive 
artifice is unavailable, the crisis of staying with non-resolution emerges. 
 
How do Coetzee and Lens give aesthetic shape to crisis through opera? I examine the suspension of 
resolution in Lens’s experimental style and the narrative revision for opera. Lens suspends resolution 
through a confluence of moods and musical languages, in which the melodic, gestural, and atonal are 
consecutive but not cumulative. Collaborating with the avant-garde composer, Coetzee takes 
advantage of the potential of opera to dramatize feeling while challenging its grander schemes. 
Suspending the narrative by focusing on one scene, Coetzee sustains the pathos of non-resolution. The 
process of adaptation furthermore brings the tension between historical and personal crisis into relief. 
My inquiry relies on letters between the co-creators and archival documentation of the opera 
performed in Poland.  
 
 
Michele Chinitz is a PhD candidate in English at the Graduate Center, City University of New York. Her 
dissertation concerns music and history in the work of several modern authors. Her writing can be 
found in the Journal of Beckett Studies and the James Joyce Quarterly. She teaches at the City College of 





Utrecht University, Netherlands 
 
Dental Defamiliarization: Teeth as Sites of Posthuman Subjectivity in Modernist Literature 
 
Europe in the early twentieth century saw particular advances in the science of dentistry, in large part 
due to the number of injured and diseased teeth created by a continent at war. Cosmetic dentistry in 
particular began to develop into the booming industry it is today. These moments of dental injury and 
bodily crisis, as well as the emerging knowledge of the inner workings of the mouth, are evident in 
modernist literature via what I term dental defamiliarization. This dental defamiliarization entails a 
reconsideration of the way that teeth enact, embody, and represent the human in modernist texts. 
 
This paper will read teeth as sites of posthuman subjectivity in modernist literature. Human teeth are 
“material-semiotic nodes,” in the words of Donna Haraway, in that they provide a locus for a number of 
discursive and fleshy intersections. Teeth play a role in human language and communication, and in 
modernist literature the loss of teeth, damage to teeth, or diseases of the teeth often create 
idiosyncratic transformations: in Virginia Woolf’s Flush, the author-narrator proposes that “Mr Kenyon 
mumbled slightly because he had lost two front teeth.” Teeth are also a site of identity, often marking 
social class or geographic background. In a corresponding note, the narrator of Flush notes the 
“peculiar delicacy of the Victorians with regard to teeth.” Teeth also appear in modernist texts as the 
sites of two intersecting conflicts: the war being fought between European powers, and the war of the 
human species against the microbial which entails the history of dentistry. In The Waste Land, Lil is told 
to “get herself some teeth” to please her demobbed husband. Teeth thus hold a unique status as both 
subject and object, a reality which is explored in modernist literature through what I call dental 
defamiliarization. 
 
Ruth Clemens is a Lecturer in Literary Studies at Utrecht University. Ruth received her PhD in English 
and Comparative Literature from the University of Leeds in 2019. Her thesis focused on multilingual 
paratexts in the works of Virginia Woolf, Hope Mirrlees, and T. S. Eliot, and her broader research 
interests include critical posthumanism, Deleuze and Guattari, medical humanities, translation, and 
experimental literature. Ruth previously undertook a research fellowship at Utrecht University under the 
supervision of Rosi Braidotti, and she was postgraduate representative for BAMS 2016 to 2018. Her 





Université de Haute-Alsace, France 
 
Le parti pris de la modernité italienne au XXe siècle : symbolisme ou naturalisme ? 
 
« […] nous haïssons, après les avoir intensément aimés, nos glorieux pères intellectuels, les grands 
génies symbolistes : Edgar Poe, Baudelaire, Mallarmé et Verlaine » ; ainsi écrit Marinetti dans Nous 
renions nos maîtres les symbolistes, derniers amants de la lune (1910), avant de louer 
inconditionnellement Émile Zola. En effet, encore en 1908, la quasi-totalité des poèmes contenus dans 
son recueil La Ville charnelle était dédiée à des symbolistes français et belges : Camille Mauclair, 
Gustave Kahn, Henri de Régnier, Francis Vielé-Griffin, Émile Verhaeren. Et la richesse des contradictions 
touchant au rapport complexe entre futurisme et symbolisme doit se confronter aussi avec la 
publication en 1916 de la traduction de Marinetti des Vers et proses de Mallarmé (cf. Giuseppe Gazzola, 
édition 2018). 
 
À quoi doit-on ce flottement de positions ? À notre sens à un véritable « parti pris » pour occuper une 
place inédite et reconnaissable dans la réception italienne de la littérature d’expression française et de 
ses deux mouvements par excellence : le symbolisme et le naturalisme, toujours mis en opposition. 
Ainsi, tant qu’il a été projeté sur la scène française, Marinetti a été proche des symbolistes. Quand il 
entre sur la scène italienne, il doit se distinguer par rapport à la modernité existante, en particulier celle 
réunie autour de la revue Leonardo. Le symbolisme constituait, dans le cercle de Giovanni Papini et 
Giuseppe Prezzolini, un dépassement heureux du positivisme, privilégiant l’exaltation du « je » profond, 
avec des exemples transversaux tels que D’Annunzio, Maeterlinck et Bergson. « Après la ripaille 
naturaliste qui nia ou contamina tout ce qui était personnel, actif, spontané, spirituel, les esprits 
pratiquent à nouveau la contemplation et la méditation, ils mettent à nouveau au centre du monde les 
valeurs internes », écrivait Papini (Leonardo, II, juin 1904). 
 
 
Tania Collani est professeure de littérature italienne, française et helvétique à l’Université de Haute-
Alsace, membre de l’ILLE (EA 4363). Spécialiste de la modernité et des avant-gardes européennes, on 
rappelle ses monographies Le Merveilleux dans la prose surréaliste européenne (Hermann, 2010) et 
Sogno e letteratura. Poetiche dell’onirismo moderno nei testi e manifesti del primo Novecento 
(FrancoAngeli, 2016), ainsi que de nombreux articles sur des auteurs comme Carlo Bo, Giovanni Boine, 
André Breton, Primo Conti, René Crevel, Giorgio De Chirico, Robert Desnos, Curzio Malaparte, Paul 
Nougé. Dans les dernières années, ses intérêts se sont élargis à la littérature helvétique, notamment la 





University of Kent, UK 
 
Crisis as a Rebirth. The Mid-20th Century Italian ‘Crisis of Sculpture’ as a Key to Reading the Social 
Situation of the Time. 
 
The word ‘crisis’ stems from Ancient Greek krino, literally to separate. Originally the term referred to the 
act of separating the wheat from the straw during the threshing; lato sensu, its semantic area called 
into question the concepts of distinguishing, judging, and interpreting. Through the assimilation of 
Greek terms by Latin, the word ‘crisis’ started being invested by the negative meaning of ‘difficult 
phase’, with specific regard to the course of diseases. Regardless of the positivity or negativity of its 
cultural meaning, the word ‘crisis’ has been linked with the idea of changing and transformation since 
its very origin. In the 20th Century, the word started being re-semanticised with a mainly negative 
meaning indicating all the dramatic changes entailed by the 1929 Great Depression. In light of the 
layered and multifaceted meaning of the word ‘crisis’, this paper aims to explore the complexity of this 
term and re-consider the positive potential entailed by the ‘neutral’ side of its etymology. Specifically, I 
focus on the connection between the word ‘crisis’ and the concept of transformation, with regard to 
the so-called ‘crisis of sculpture’ characterising mid-20th Century Italian Art. What did Italian artist 
Arturo Martini mean when, in 1943, he stated that ‘Italian sculpture is dead’ by referring to Marino 
Marini’s ironic and anti-celebratory chevaliers? How did Marini’s pupils such as Alik Cavaliere and Parviz 
Tanavoli respond to such an accusation in the 1960s? By delving into the contradictory Italian mid-20th 
Century historical and economic situation, I explore how the ‘crisis of sculpture’, by radically 
questioning the foundations of sculpture itself as a form to reinterpret the world, gave birth to one of 
Italian Modern Art’s most fruitful and experimental moments catalysing and sublimating the most 
crucial contradictions of the time.  
 
 
Marta Colombo is a second-year PhD Candidate in History and Philosophy of Art at the University of 
Kent, UK – her project is funded by CHASE (ARCH). Marta’s research focuses on Italian artist Alik 
Cavaliere and how artistic ferment in post-War Milan forged artistic streams anticipating some of the 
most significant subsequent artistic trends. Marta is currently working on the first catalogue of 
Cavaliere’s graphic works. In 2019, Marta presented her research in a one-day conference at the School 
of Advanced Studies, London. In 2018, Marta contributed to the realisation of three catalogues: AFRO, 
edited by Philip Rylands, Burri. Plastiche, edited by Bruno Corà and BOOM. Art and Industry in 1960s 
Italy, edited by Flavia Frigeri, all published by Forma Edizioni, Florence. Marta holds an MRes in 
Curatorial Knowledge from Goldsmiths (Distinction), an MA in Aesthetics (110 cum laude), and a BA in 






University College Dublin, Ireland  
 
“Insistent Savagery”: The Machine Aesthetic in Early Modern Music 
 
The term ‘insistent savagery’ is taken from a description of rock & roll music in a 1956 edition of the 
Encylopedia Britannica, yet it might have equally applied to music of the early twentieth century in 
which rhythm was foregrounded and treated as a consolidating force. This was occurring at a time 
when tonal structures that had hitherto governed art music were being weakened, with composers 
seeking alternate means of generating structure and momentum. The rise of a machine aesthetic in 
music is detectable from the fin-de-siècle onwards, reaching an apogee in the 1920s. Thus we were to 
hear Marinetti’s ‘racing automobile with its bonnet adorned with great tubes like serpents’, or ‘the 
scream of the motor horn, the rattle of machinery, the grind of wheels, the beating of iron and steel’ 
that T.S. Eliot had identified in Stravinsky’s Sacre du Printemps. Manifestations ranged from the stylistic 
to the outright mimetic, as in the “factory” music of Ravel, Prokofiev and Mosolov. 
 
Its origins may be seen to extend further back to the inexorable mechanisms of the Baroque fugue, or 
the unrelenting savagery present in many of Beethoven’s symphonies. While Beethoven’s adoption of 
such a process could be linked to the development of autonomous devices such as the music box and 
the metronome at the turn of the eighteenth and nineteenth centuries, the fashion at the beginning of 
the twentieth century had more to do with recent technologies that involved specific human 
interaction: the automated telephone exchange, the moving assembly line, weaponry in the Great War. 
It was an attempt in part to replace tonic-centredness in modern music, but this paper argues that it 
was also a response to the solipsism of modern life: a desire to find spiritual meaning within the 
collective framework of an enlightened society. 
 
 
Ciarán Crilly is Head of School in the School of Music, University College Dublin. He is a Lecturer in 
Orchestral Conducting and Artistic Director of the UCD Symphony Orchestra. He teaches modules on 
analysis, conducting, orchestration and twentieth-century music. He has considerable professional 
experience as a conductor in the recording studio and the concert hall, working with orchestras in 
Europe and the USA. He has also frequently performed as a violin and viola player with many 
orchestras and celebrated popular musicians. His research is primarily focused on music and visual art 
in the twentieth-century, while he has recently commenced a regular series of acclaimed public 
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Outrage on the Sly: The Modernists and the Affaire Dreyfus  
 
This paper explores the Affaire as the main political crisis in the formative years of British modernists. 
Form France, the figure of the Dreyfusard intellectual fostered the philosophical debate - which will 
become central in the 1930s - on the idea of engagement stimulated, among others, by Moore, Ibsen, 
Russell, Keynes. However, the Affaire remains, among British modernists, a private presence consigned 
to letters, diaries, autobiographies; even the most crisis-laden fictional texts seem utterly devoid of 
references to the case. Has the global overrepresentation of the Dreyfus crisis exhausted its potential as 
a subject of literary treatment? Or, is its legacy so discreet as to pass undetected? 
 
 
Alessandra Crotti is a doctoral candidate at Sapienza University of Rome. Her thesis deals with the 
reception of the Affaire Dreyfus in British literature and culture, with a particular focus on the formal 
repercussions of the case on the elaboration of the theory of literary Impressionism and on James 
Joyce’s Ulysses and Finnegans Wake. Her research focuses mainly on late-Victorian and Modernist 
literature, but she has also written on humour and post-memorial literature, on the Hogarthian legacy 





University of Antwerp, Belgium 
 
Ulysses in Europe: Writing on the Move, A Continent at War 
 
As an émigré Irishman living on the Continent before, during and after the First World War, James 
Joyce wrote Ulysses in ‘Trieste-Zurich-Paris, 1914–1921’, as its final line famously proclaims. Ever a 
voracious and wide-ranging reader, Joyce found in the book barrows, lending libraries and reading 
rooms of a continent at war and in fragile peacetime the raw material for his novel of turn-of-the-
century Dublin.  
 
Pierre-Marc de Biasi has observed that ‘the exogenetic empire knows almost no bounds’, using a 
metaphor of territoriality and sovereignty to underline the breadth of materials from which a writer 
might draw to fuel her literary expression.  But in the heartland of Europe following the Age of Empire, 
the written word had constantly to negotiate re-defined borders and to traverse shifting frontiers 
before it could reach readers. Precisely as Joyce began his preparatory reading for Ulysses, the 
transatlantic world was subjected to a series of decisive and far-reaching changes including new 
copyright enactments on either side of the Atlantic; state censorship and the new puritanism; the 
reintroduction of state documentary surveillance in the form of passports and identity papers; and 
wartime restrictions on the sending of printed matter and manuscript materials over national borders 
or to and from neutral countries. This period of disorder and redefinition in the public sphere 
permanently altered the ways in which people, goods and information could move about the European 
bloc, and it left an indelible trace on the very textual makeup of Joyce’s novel. Using the example of 




Ronan Crowley is FWO [PEGASUS] Marie Skłodowska-Curie Fellow at the Centre for Manuscript Genetics, 
University of Antwerp. He received his PhD in English from the University at Buffalo in 2014. From 2014–
2016, he was Humboldt Research Fellow at the University of Passau. He writes on genetic criticism, 
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Nationalism, cosmopolitanism and (anti-)colonialism in Iberian Modernisms  
 
This paper takes Ramón Gomez de la Serna’s writings of the 1920s on Portuguese culture and African 
art as the trigger for analyzing contradictory expressions of primitivism in the work of Iberian and Latin 
American painters associated to cubism. Following Patricia Leighten’s insight on how an “anticolonial 
crisis” can be associated to the praise of African art, and the concurrent pluralization of the political, 
historical and aesthetic implications in modernist uses of primitivism arising from there, this paper 
specifically confronts the cosmopolitan-colonial and national-rustic Ramón Gomez de la Serna’s 
primitivist imaginary with the landscape painting produced by the Mexican painter Diego Rivera (1886-
1957) and the Portuguese Amadeo de Souza Cardoso (1887-1918) and Eduardo Viana (1881-1967). This 
contention in discourses and visual representations of the 1910s and the 1920s is important because, on 
the one hand, it allows us to analyze conceptions and expressions of primitivism that are different from 
each other. Over and above, and on the other hand, it allows the study of those ideas and expressions 
that incorporated contradictory terms in themselves and are therefore structurally antinomic. As we 
shall see, the association of cubism’s international language to landscape painting — landscape 
painting being often one of the key players in the visual construction of nationalisms —, or the use of 
regional-national worlds-of-reference to defy cosmopolitan hegemonic colonialism are examples of 
such antinomic expressions. The enhanced level of complexity brought about by Rivera’s, Cardoso’s 
and Viana’s landscapes is irreducible to binary or any other formulas of straightforward identification or 
stylist definition. As I will show, they undermine common assumptions on how primitivism engaged 
with colonialism and on the definition of the periphery as provincial.  
 
 
Joana Cunha Leal is Assistant Professor at the Art History Department of the School of Social Sciences 
and Humanities — Universidade NOVA de Lisboa, where she teaches graduate and post- graduate 
courses on nineteenth and early twentieth century art, art theory and historiography. Her recent work 
privileges the study of Iberian modernisms and the avant-garde. Her research project “Other 
Modernisms? The case of Amadeo Souza Cardoso” was awarded a Fulbright Research Fellowship in 
2010. She was also a fellow of the Stone Summer Theory Institute in 2010 and 2011, and PI for the 
project "Southern Modernisms" (EXPL/CPC-HAT/0191/2013). She is currently PI for the project "Iberian 
Modernisms and the Primitivist Imaginary” (PTDC/ART- HIS/29837/2017) and director of the Art History 
Institute of the Universidade NOVA de Lisboa. Recent publications include: "Distance and Distortion: 
Amadeo Souza Cardoso's and Joan Miró's War-years Painting and the Words that Fail Them", Artl@s 
Bulletin 6, N.2 (2017): Article 2; and "A Long-Distance Call? Social Space and Corporation Nouvelle’s 
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The Affective Resonance of Queer Temporality in Stanzas in Meditation by Gertrude Stein 
 
Drawing from José Esteban Muñoz’s Cruising Utopia: The Then and There of Queer Futurity, this paper 
aims to elucidate the ways in which the meditative nature of Gertrude Stein’s Stanzas contributes to an 
affective register of queer temporality. By investigating Stein’s resistance to normal grammar usage, the 
presence of the continual present in her work, and her utilization of avant-garde writing techniques, 
this paper offers an analysis of Stein’s work through the lens of Foucauldian power structures, 
specifically as they operate in relation to temporality and narratives of normativity. Queer temporality, a 
critique of the linear and productive nature of “straight” time, disrupts heteronormative and patriarchal 
notions of time as they relate to teleological social progress narratives. This disruption of normativity, 
felt and affectively experienced while reading Stein’s work, contributes to the aesthetic shape of crisis 
as a break in linearity and a troubling of progressive narrative structures. Such disruption is ironically 
produced in the meditative nature of Stein’s Stanzas, which this paper explores as a queering of the 
power structures that uphold normativity. This meditative queering technique lends to an affective 
sense of crisis that is shaped by the disturbance of the linear and productive notion of “straight” time. 
Such a destabilization inspired by Stein’s work is not only emblematic of avant-garde modernist 
literature, but still resonates as a threat to neoliberal demands of productivity during late capitalism. 
This paper traces the historical trajectory of queer inspired crisis as it was present in the time of 
Gertrude Stein’s life and as it still resonates today in effort to reveal the timeless and persistent nature 
of crisis through the lens of queer temporality.  
 
 
Laurel Cunningham is in the midst of completing her second and final year of her Gender Studies 
Research Master’s program at Utrecht University. Her academic background in is English Literature, 
Gender Studies and Critical Theory. She hopes to pursue future research projects relating to Queer 





University of Sussex, UK 
 
Bob Brown and the New Masses (title tbc) 
 
This paper examines Bob Brown’s engagement with the radical magazine the New Masses, showing 
how Brown diverged politically and aesthetically from modernists such as Ezra Pound. Brown's 
contributions to the New Masses, in particular his ‘March of the Cripples’ indicates how Brown 
contiguously rejected New Deal health reforms, eugenics and the popular press as connected 
contributors to social fascism and social lag. Brown’s writing was a direct attack on the rich and hugely 
powerful propaganda machine that propped up bio-politics and the ideology of the “perfect” 
capitalist/American body politic. When the Browns returned to  
 
 
Sue Currell is reader in American literature at the University of Sussex. Her research examines the way 
that discourses of modernity have entered into the experience of being American and the way identity 
is constructed and formulated as well as the impact of these discourses on lifestyle formations and 
culture. She is particularly interested in the social and cultural responses to modernity in the first half of 
the 20th century, notably the relationship between the popular or “everyday” and the intellectual or 
scientific communities out of which new ideas often emerge. Dr. Currell is the author of American 
Culture in the 1920s (Edinburgh University Press, 2009) and The March of Spare Time: The Problem and 
Promise of Leisure in America During the 1930s (University of Pennsylvania Press, 2005), and has co-
edited with Christina Cogdell, Popular Eugenics: National Efficiency and American Mass Culture in the 
1930s (University of Ohio Press, 2006). Her current research examines the relationship of the arts with 
political discourse during interwar America, in particular as it relates to the journal New Masses 
published between 1926-48. Her other strand of interest in the history of eugenics continues in work 






Jagiellonian University, Poland 
 
Witkacy, Wyndham Lewis and the crisis of the human form 
 
The paper brings together the work of Wyndham Lewis and S.I. Witkiewicz (Witkacy) in order to 
compare concepts of human embodiment as reflected in Vorticist and Formist experimentation, as well 
as their early literary production. The ideas they develop undergo a critical reconsideration in the 
tumult of post-World War I social and political dislocation, when both artists become profoundly 
alarmed at proliferating physiological discourses of an automatic, conditioned body. Distrustful of 
utopian projects which view habitual bodies as the very condition of social progress, Witkacy and Lewis 
decide to abandon some of their abstract explorations for the sake of more traditional forms of 
reflection upon embodiment, for example portraiture, celebrating the individualistic features of the 
sitter. They also begin to underline the fragility of the human form and its inadequacy for any grand 
feats of social engineering. Additionally, they express increased anxiety at modernity’s assault on the 
body and stress the need for re-establishing stable selfhood, which may be the only “terra firma in a 
boiling and a shifting world.” 
 
 
Izabela Curyłło-Klag teaches in the Institute of English Studies at the Jagiellonian University in Kraków. 
Her research interests include: the modern British novel, dystopian fiction, and the intersections 
between literature, history and culture. She has published articles on various avant-garde writers, and a 
book on representations of violence in early modernist fiction. She has also co-edited an anthology of 
immigrant memoirs, The British Migrant Experience, 1700–2000, as well as three volumes of critical 
essays: on literary representations of the past, on dialogic exchanges between literature and the visual 
arts, and on incarnations of material textuality. She is currently working on a comparative study of 





KU Leuven, Belgium 
 
Haptic Pyramids, Hieroglyphic Planes: Depth and Discourse in Sergei Eisenstein’s Cinematic Language 
 
The beginning of the twentieth century witnessed an efflorescence of new modes of ‘linguistic’ 
expression provoked by a perceived crisis of stultified language. Contemporaneously, the invention of 
cinema allowed for the preservation of time; not just the instant but also its durée. The moving image 
brought life to the pictorial ‘language’ of the painting and photograph. Cinema, in this way, becomes a 
version of a printed text. The spectator’s eye is drawn across a moving scroll of images much as the 
reader’s eye scans a page of letters. Each discrete image is coalesced by the viewer into increasingly 
larger elements of a narrative: from a shot, to a montage, to a plot. 
 
The prolific film maker and film theorist Sergei Eisenstein wrote extensively on the language of cinema. 
Looking beyond the wide corpus of research done on Eisenstein’s theories of montage and formalism 
this paper will explore the tactile nature of the planar, and how Eisenstein used this metaphorically in 
constructing meaning from a montage of pictorial ‘language’. The paper argues that the hapticity of 
Eisenstein’s hieroglyphs (the shots from which a montage is constructed) is resonant of the ancient 
Egyptian bas-relief, as it was ‘read’ by Aloïs Riegl, Wilhelm Worringer and Gilles Deleuze. The Nachsicht 
of the cinematic, haptic hieroglyph is paradoxical in that the mediation of the camera severs the viewer 
from the immediate action; yet the smooth, planar surface of the cinema screen negates the shadows 
and depth of a total view of the subject. The cinema screen becomes a kind of metaphorical pyramid 
with its flat surface encasing a plethora of pictorial, linguistic images. By reading Eisenstein alongside 
Riegl and Worringer, this paper will adress Eisenstein’s peculiarly Egyptian use of the tensions 
embodied by the haptic and the plane, mediated by the camera. 
 
 
Leanne Darnbrough is a Canadian pursuing a PhD at the Catholic University of Leuven focusing on 
interactions between the historical avant-garde and Egyptology. Her work has been presented at BAMS 








I will consider Gertrude Stein’s reflections about the increasing abstraction of economics in response to 
the Great Depression and Roosevelt’s New Deal in a number of explicitly political pieces from the mid-
1930s, including a “A Political Series” (1935), and her five brief newspaper commentaries on “money”: 
”Money”, “More About Money”, “Still More About Money”, “All About Money”, and “My Last About 
Money” (1936) that are arguing against taxation, unionism, and public spending, yet also demonstrate 
the slippery passage between Stein’s explicit conservatism and her still present radicalism and critique 
of patriarchal authority as they recycle crucial elements from contemporaneous works such as The 
Geographical History of America (1935) and Listen to Me (1936). 
 
 
Solveig Daugaard is a PhD in Literature and Media History from the University of Linköping, Sweden. 
She is currently affiliated with the School of Arts and Communications, Malmö University. She has 
published a monograph on Gertrude Stein’s literary portraits (2012) and her dissertation Collaborating 






University of Pisa, Italy 
 
Poesia et la poésie roumaine 
 
En partant de cet ouvrage de M. Décaudain, qui maintient encore aujourd’hui une prégnance de 
premier ordre en saisissant la crise des valeurs symbolistes et post- symbolistes ainsi que sa fertile 
continuité (notamment grâce à la naissance du futurisme), nous articulerons notre intervention autour 
de cette phase de transition entre les deux poétiques. Il en est notamment question dans les numéros 
de la première série de la revue Poesia de Milan (1905-1909), dirigée au début par le futur chef du 
futurisme, Filippo Tommaso Marinetti, en collaboration avec Sem Benelli et Vitaliano Ponti puis, à partir 
de 1906, par lui seul. Il sera possible d’observer que, au cours de cette période, la revue commence par 
accueillir l’héritage post-symboliste puis elle le dépassera, jusqu’à aboutir à la fondation du futurisme.  
 
Au cours de mon intervention, je me propose d’appréhender ce passage du post-symbolisme au 
futurisme, mais je voudrais surtout me concentrer sur la réception de Poesia dans certains cercles et 
par des personnalités très représentatives de la culture roumaine. Comme je le montrerai, la revue a 
joué un rôle très important en tant que l’un des premiers symptômes futuristes en Roumanie. Dans ce 
contexte, nous commenterons les réponses envoyées par trois personnalités culturelles d’origine 
roumaine – des femmes écrivains fréquemment en France en tant que conférencières et porte-parole 
de la culture roumaine à l’étranger –, qui ont participé à l’Enquête internationale du vers libre de Poesia 
(1905) et qui ont donné aussi leur adhésion à l’Enquête concernant la fondation du futurisme. Il sera utile de 
porter un éclaircissement au sujet des biographies personnelles et intellectuelles de ces collaboratrices de 
Marinetti, Hélène Văcăresco, Anna de Noailles et Smara et, dans la même mesure, de se pencher sur les 
tendances littéraires que chacune de ces artistes a exprimées dans ses œuvres – post-symbolistes ou bien plus 
traditionnelles –, dont les premières caractéristiques mentionnées ont été également déterminantes pour 
définir le profil de certains poètes italiens du future mouvement, eux-mêmes collaborateurs de Poesia, au 
début de leur activité.  
 
 
Emilia David est Ricercatrice confermata de langue et littérature roumaines à l’Université de Pise. En 
2006, elle a obtenu à l’Université de Turin un doctorat en Études italiennes consacré aux relations entre 
le futurisme, le dadaïsme et l’avant-garde historique roumaine. En 2015, elle a soutenu une thèse de 
doctorat portant sur l’intertextualité dans la littérature roumaine récente et postmoderne et en 
particulier sur l’œuvre de l’écrivain bilingue Matei Vişniec. E. David a participé à plusieurs stages de 
recherche (à la Bibliothèque Nationale de France - Paris, à LACMA – SUA, près de la « Scuola Normale 
Superiore » de Pise), à de nombreux colloques internationaux et a été invitée à tenir des conférences 
en Italie, Suisse et en Roumanie, sur les rapports du futurisme avec les avant-gardes européennes, y 
compris l’avant-garde roumaine. Parmi ses publications : Les conséquences du bilinguisme dans le théâtre 
de M. Vişniec, Tracus Arte, Bucarest, 2015, 580 pag., La poésie de la Génération des années Quatre-
vingts : intertextualité et “performance”, Éditions Muzeul Literaturii Române, Bucarest, 2016, 576 pag., 
Avanguardie, nazionalismi e interventismo nei primi decenni del XX secolo, IIe édition, Aracne, Rome, 
2011, 310 pag., Futurismo, Dadaismo e avanguardia romena : contaminazioni fra culture europee, 1909-
1930, L’Harmattan Italia, Turin, 2006, 353 pag. Elle a traduit en roumain et édité le volume Filippo Tommaso 





De Boodt, Robrecht 
KU Leuven, Belgium 
 
Colonial Masculinity in Crisis in Colonial Literature: Women to the Rescue?  
 
Sexuality was one of the most sensitive topics of colonial literature in the first half of the twentieth 
century. Overall white women were deemed too weak, both mentally and physically, to function in 
colonial environments and as a result, white colonial men found themselves in positions of power, 
surrounded by Indigenous ‘subjects’. The appearance of ‘mixed-race relationships’ and ‘-children’ 
created a tension between the male private sphere and the growing public eugenic concern with racial 
division and ‘purity’. Colonial literature reflected this tension. Both the German novel Wie Grete 
aufhörte ein Kind zu sein (1932) by Hans Grimm and the Belgian play Eva, Spel uit de Tropen (1934) by 
Frans Demers feature white colonial men having relationships with respectively an indigenous and a 
‘mixed–race’ woman. These relationships represent a colonial project in crisis that grants white women 
emergency powers to remind white colonial men of their ‘racial responsibilities’. Eventually, the ‘natural 
racial order’ is (violently) restored and the ensuing anxiety of white female emancipation is dealt with 
by paradoxically emphasizing female ‘frailty’ or by having the heroine revert to a ‘supportive role’ in a 
patriarchal colonial society. 
 
 
Robrecht De Boodt is a PhD candidate at KU Leuven, where he is a member of the MDRN research lab. 
His work is part of the larger research programme “Literary Knowledge, 1890-1950: Modernisms and 
the Sciences in Europe”.   
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De Bruijn, Willem 
Arts University Bournemouth, UK 
 
Totem and Tattoo: Loos, Lauweriks and the Crisis of Modern Architecture. 
 
I tolerate ornaments on my own body, when they constitute the joy of my fellow men. 
Adolf Loos 
 
The removal of ornament form everyday objects, so the Austrian architect and theorist Adolf Loos 
(1870-1933) argued, would set modern man free. The ‘freedom from ornament’ could only occur or 
come about, however, at the expense and debasement of others; that is, through a cultural and 
aesthetic appropriation of the (primitive, alien) ‘Other’. To speak in this context of a ‘crisis’ implies an 
understanding of modernism as something from which we have (still) not recovered and that still 
requires ‘working through’, as Freud would say. It is the ongoing nature of this crisis and the very lack 
of inventiveness characterising mainstream architecture today that warrants a return to the work of the 
Dutch architect J.L.M. Lauweriks (1864-1932), whose designs and drawings exude an atmosphere of 
magic, mystique and enchantment unmatched in the work of his pupils and those he influenced. His 
work may well be seen and interpreted as embodying, in visual and spatial form, the very crisis of 
artistic freedom and individual expression that the architectural avant-garde at the beginning of the 
twentieth century sought to overcome through its attack on ornament. In this context, Lauweriks and 
Loos can be said to generate contrasting theoretical positions that deserve to be looked at more 
closely, this paper argues. For, although Lauweriks is often characterised as a pivotal figure in the ‘early’ 
history of modern architecture, his theosophical and spiritualist leanings mean that his work remains at 
odds with the canon, i.e. the type of modernism sanctioned by historians. By looking at the work of 
Lauweriks and Loos in tandem, this paper will set out to theorise their approaches as bearing the mark 
of a deeply felt ambivalence (towards ornament) and a divergence between theory and practice, 
played out on the skin of their buildings and the surface of their bodies. 
 
 
Willem de Bruijn is a Senior Lecturer in Architecture at the Arts University Bournemouth. He holds an 
MSc in Architecture (2001) from the TU Delft and a PhD in History and Theory of Architecture (2010) 
from The Bartlett School of Architecture. His research covers the areas of architectural history and 
theory, art history, visual studies and pedagogy. Publications relating to his research can be found in 
journals such as The International Journal of the Book (2005/06; 2007), Library Trends (2012), Footprint 
(2012) and iJADE (2019). He has also shown and presented work at exhibitions and conferences across 




De Haro García, Noemi 
Universidad Autónoma de Madrid, Spain  
 
The notion of the ‘primitive’ in art historiography in Spain after 1945  
 
The category of the ‘primitive’ only exists, as Mark Antliff and Patricia Leighten indicate, in a 
relationship of binary opposition to that of the ‘civilized’. Frequently the notion of the ‘primitive’ has 
been instrumental for artists and authors in the West who aimed at transforming the making and 
understanding of art. This idea has often played a relevant role in moments that were perceived as 
crisis.  
 
In the case of art criticism and art history written in Spain after 1945, this idea was crucial in the 
discourses on art initiatives which intended to renovate the panorama. This was important for francoist 
Spain after the defeat of the Axis in the Second World War. That was the case of the Indaliano group 
(1945) and the Escuela de Altamira (1948) whose very names evoked prehistoric models. It was also 
important for the understanding (and nationalization) of abstract art in the 1950s. It is hardly a 
coincidence that José Camón Aznar, one of the supporters of the Escuela de Altamira, published the 
monograph Las artes y los pueblos de la España primitiva in 1954. In the 1960s the art critic José María 
Moreno Galván stressed the importance of the primitive/s in the progress both of modern art and, 
more importantly, of society. For an antifrancoist intellectual, this led to the end of the dictatorship and 
the inauguration of a democratic period. Finally, since the mid-1970s, there was a growing feeling that 
the discipline of art history was in crisis. For the art historian Juan Antonio Ramírez, it was necessary to 
overcome the limits of the discipline to force it to change its methods. According to him, paying 
attention to the primitive, among other things, could help achieve this. In line with this idea, he 
published several books on this and related topics.  
 
In this presentation, I will analyse the texts produced on these art groups and by the above-mentioned 
authors in order to understand the relevance of the notion of the ‘primitive’ in specific turning points in 
the narrative of the history of art in Spain. This will also include how the discipline understood itself 
throughout that period.  
 
 
Noemi de Haro García is Ramón y Cajal Research Fellow in Art History at the Universidad Autónoma de 
Madrid. Her research focuses on the relationship between art, visual culture, art history, and politics in 
the Cold War period, especially in the case of Spain. She is the principal investigator of the research 
project Long Exposure: The Narratives of Spanish Contemporary Art for ‘Wide Audiences’. She has 
published in journals such as Archivo Español de Arte, Goya, the Journal of Art History and the Journal 
of Art Historiography. She is the author of the monograph Grabadores contra el franquismo (2010) and 
one of the editors of the books Art, Global Maoism and the Chinese Cultural Revolution (2020) and 





De Laet, Timy 
University of Antwerp, Belgium  
 
Decolonizing Ballet History: Critical Looks at a Troubled Legacy 
 
Ballet history is populated by politically and ideologically dubious works that often reinforce racialist 
assumptions and colonial power dynamics. Especially in the second half of the nineteenth and the 
beginning of the twentieth century, ballet participated in a sweeping cultural exoticism that also 
creeped into other art forms and into the public domain at large. Nowadays, a younger generation of 
ballet choreographers is responding to this troubled historical legacy either by reinventing standard 
ballet works or by creating new pieces that take a critical stance toward ballet’s earlier complicity with 
colonialist hierarchies.  
 
In this presentation, I will single out three performances that exemplify how contemporary 
choreographers are revising ballet history in the face of global politics vis-à-vis a growing awareness of 
the intricacies of postcolonialism: Daniel Proietto’s RASA [after La Bayadère] (2019), Sidi Larbi 
Cherkaoui’s Mea Culpa (2006), and Faustin Linyekula’s La création du monde (2012). Each piece shows, 
in its own distinctive way, how choreographers are adopting an activist position with regard to the 
colonialist undercurrents in ballet history. I will argue that these works respond to current political 
affairs, in an attempt to show how the very notion of movement ought to be a key value in a globalized 
world in which the circulation of people is increasingly inhibited.  
 
 
Timmy De Laet is Assistant Professor of Theatre and Dance Studies at the University of Antwerp and a 
Postdoctoral Fellow of the Research Foundation Flanders (FWO). His research focuses on the reiterative 
nature of dance and live performance in relation to re-enactment, archivization, and historiography. His 
work has been published in journals as Performance Research, Tanz, and Muséologies, and in edited 
collections as The Oxford Handbook of Dance and Reenactment (Oxford University Press, 2017) and The 
Routledge Companion to Dance Studies (Routledge, 2020). Timmy is together with Luk Van den Dries 
co-editor of The Great European Stage Directors: Bausch, Castellucci, Fabre (Bloomsbury, 2018) and 
editor of “State of the Art”: Contemporary and Historical Perspectives on Theatre Studies in Flanders 




De Marino, Tiziano 
Sapienza Università di Roma, Italy 
 
The Strange Case of H. G. Wells and Monsieur Dreyfus: ‘A turning point in European history and 
civilization’? 
 
The discussion aims to review the legacy of the Affaire, especially through the world-figure of H. G. 
Wells. Attention will be focused on his views of the case from the late nineteenth-century to his 
activism for the Sacco-Vanzetti trial in the 1920s - another cause célèbre which proved to be the major 
echo of the French scandal. The ‘strangeness’ refers to the apparent lack of an in-depth analysis of the 
Affaire throughout the iconoclastic fiction and non-fiction prose of the author. In particular, its 
surprising absence from the titanic historiographic work The Outline of History (1919-1920) invites 
further reflections on Wells’s stance. 
 
 
Tiziano De Marino is a final year PhD fellow at Sapienza University of Rome working on a doctoral 
thesis entitled “H. G. Wells and Empire”. His thesis investigates H. G. Wells’s preoccupations about race 
and empire-building, stretching from the age of New Imperialism to the rise of totalitarianisms; his 
research, focussing both on the author’s fiction and non-fiction output, and its original reception, aims 
to trace a continuity in H. G. Wells’s early and late thought. He was twice a visiting fellow at the 
University of Illinois Urbana-Champaign (USA), where he had the opportunity to analyse the papers of 
the H. G. Wells Collection. His research interests centre on Victorian travel writings, colonial and 
utopian fiction at the fin-de-siècle scene; at the moment, he is exploring the reception of Italian 




De Puineuf, Sonia 
Université de Bretagne Occidentale, France 
 
Artist as Prototype of the New Man: Avant-Gardes and the Space-Time of Artistic Education  
 
Several statements of avant-garde artists show their real skepticism about the raison d’être of artists 
and art schools. One can mention those, well known and radical, by Karel Teige writing about 
“nonsensical anachronism”. However, the education of the New Man, the ultimate goal of the avant-
gardes, was always considered as including artistic aspects and the relevant artists often held teaching 
positions in artistic institutions or were invited to occasional lecturing there (e.g. Teige himself in 
Czechoslovakia and Germany). 
 
This paradox can be precisely explained by the identification of the figure of the modern artist with the 
New Man. Henceforth the question of the time and place of artistic education became of the highest 
importance. More specifically: from what age should the New Man access the new way of thinking his 
everyday environment so that he could take part in social transformation? Who can give him efficient 
tools and how? 
 
This paper will deal with texts and objects produced by avant-garde artists in Central Europe with the 
obvious aim to rethink the space-time of artistic education in crisis. In this reflection childhood and 
youth were particularly important: the topic was discussed in different kinds of magazines (not only 
pedagogical and artistic ones, but also illustrated popular magazines). Moreover, toys and books 
designed in very original manner by avant-garde artists demonstrated their real involvement in the 
education of the New Man, of whom they were in fact the first “prototype”. 
 
 
Sonia de Puineuf was born in Slovakia in 1976. Historian of Art, PhD. Université Paris IV-Sorbonne, she 
was recipient of post-graduate grant in Centre Allemand d’Histoire de l’Art / Deutsches Forum für 
Kunstgeschichte in Paris and of other short research grants: Research Grant Paul Mellon Centre for 
Studies in British Art (Yale University, London, UK), Getty Research Grant (Getty Foundation, Los 
Angeles, USA) etc. She lives and works in Brest (France) where she teaches at the Université de 
Bretagne Occidentale. She does research on the avant-gardes’ art, graphic design, architecture and 
urbanism, especially in Central Europe. She regularly takes part in international conferences and 
publishes papers in various countries. She collaborates with museums (writing for exhibition 





UC Louvain, Belgium 
 
« Faut-il brûler le Louvre ? » La critique du musée par les écrivains de la Belle Époque  
 
« Il y a du temple dans ce musée ; on y parle bas ; on y marche sans bruit ; toutes les belles choses qui 
défilent sous vos yeux prennent du recueillement qu’elles inspirent on ne sait quelle consécration 
définitive et indiscutable ; ce sont à la fois des œuvres et des reliques de l’art immortel. » En janvier 
1875, à l’occasion de la réouverture des premières salles des peintures du Louvre, fermées depuis la 
Commune de Paris, l’écrivain Émile Bergerat, genre de Théophile Gautier, dresse un tableau paisible du 
musée, loin du climat insurrectionnel des années passées, du siège prussien et de la Commune de 
Paris, durant laquelle Jules Vallès et Gustave Courbet appelèrent à « brûler le Louvre ». Dans la 
géographie des lieux artistiques, le musée du Louvre constitue en effet le lieu officiel de consécration 
des artistes morts au moins depuis dix ans. « Le Louvre était le Paradis, le Luxembourg le Purgatoire. Je 
ne parle pas de l’Enfer, qui était évidemment le Salon. » résume ainsi le critique du Figaro, Arsène 
Alexandre en 1914. Loin du temps des Salons marqués par l’éreintage, le musée serait celui de l’éloge 
et de la célébration de la beauté. Cette communication cherchera à interroger cette vision, en étudiant 
la veine polémique des écrits sur le Louvre. Il s’agira d’appréhender les formes et enjeux des discours 
critiques à l’encontre du vaste « magasin d’images » pour mieux comprendre de quelle(s) crise(s) ils 
sont le symptôme.  
  
 
Jessica Desclaux est chercheuse en postdoctorat à l’UCLouvain, au sein du programme de recherches 
HANDLING, dirigé par Anne Reverseau et financé par l’ERC. Agrégée de lettres modernes, docteure à 
Paris-Sorbonne, puis postdoctorante au musée du Louvre, elle travaille sur la culture visuelle des 




De Seta, Ilaria 
KU Leuven, Belgium 
 
The epistolary correspondence Borgese-D'Annunzio and the omission of the “Questione fiumana” 
 
Gabriele D'Annunzio and Giuseppe Antonio Borgese, fellow writers, corresponded with each other 
between 1908 and 1929, 26 letters from Borgese to his "Maestro" and 4 letters from "Il tecnico", as he 
signs his first missive, back to Borgese. Once we know that Borgese’s political position on the eastern 
borders of Italy was the reason why prominent fascists accused him of betrayal, the fact that between 
October 1918 and June 1922  there is a gap in their correspondence will not come as a surprise. 
Borgese was among the signatories of the forgotten but crucial Patto di Roma, which took place in 
Rome in the summer of 1917. Despite the fact that in 1925 D'Annunzio mentions the "Buccari" 
anniversary to Borgese, Fiume is a clear turning point in their relationship... In this paper I will address 
the Questione fiumana as the “omission” that changed the course of a literary friendship, which had 
started in 1909 with Borgese’s monography Gabriele D'Annunzio. 
 
 
Ilaria de Seta is Research Fellow at KULeuven University, Belgium, where she currently is also Substitute 
Lecturer in Italian Literature. She has been lecturing for eight years in Belgium, in the francophone 
Université de Liège. She graduated and received her PhD from the Università di Napoli Federico II. She 
earned an MPhil by research from the University College Cork, Ireland, where she spent several years 
and taught Italian Language and Literature. Her main areas of research are: 1) the Italian XIX and XX 
Century Novel with a focus on space in the works of Manzoni, Nievo, De Roberto, Pirandello, Tozzi, 
Tomasi di Lampedusa and Svevo; 2) Giuseppe Antonio Borgese’s intellectual profile, the Balkans issue, 
his exile in the USA and the relationship with many writers and intellectuals, among which the Italians 





l'Université Babeş-Bolyai, Romania 
 
La crise du réalisme au début du XXe siècle : de l'impressionnisme au dadaïsme   
 
L’une des crises qui s'est construite peu à peu depuis la deuxième moitié du XIXe siècle et qui a éclaté 
au début du XXe siècle est celle qu'on peut nommer très généralement la crise du réalisme et qui 
consiste, en essence, à mettre en doute la véridicité des informations fournies par la perception du 
monde sensible. L'exemple le plus évident est celui des arts visuels. Paradoxalement, la crise du 
réalisme en peinture a débuté avec ce qu'on peut appeler l'excès de réalisme auquel les 
impressionnistes sont arrivés dans leur effort de s'accommoder au fonctionnement effectif de la 
perception visuelle, suivi par les efforts des cubistes de peindre non tant l'objet, mais les lois qui 
régissent sa forme extérieure. En poésie, la notion d'image témoigne de la même crise de la 
représentation du visible : selon sa définition moderniste standard, elle consiste en une association 
d'éléments aussi éloignés que possible. Elle ne s'adresse plus au sens du voir, mais s'appuie sur des 
relations tellement obscures et sans justification dans l'ordre des choses qu'elle crée une forte 
impression d'arbitraire. Parallèlement, la connaissance intuitive que l'homme a de son univers a été 
radicalement déstructurée par les conclusions de la physique quantique et par la théorie de la relativité. 
Ce que ces théories partagent avec le monde de l'art est la mise en question des représentations 
habituelles de l'univers et de la certitude des connaissances qui caractérisait le XIXe siècle. La crise du 
réalisme est donc l’un des aspects de cette crise des catégories de la connaissance. Au cours de cette 
communication, on approchera ces aspects à travers le cas spécifique du dadaïsme dans la version de 
Tristan Tzara, en mettant en évidence les liens avec le contexte idéologique antérieur (de Mallarmé au 
cubisme), ainsi que ses rapports plus ou moins divergents avec le surréalisme.  
 
 
Ioana-Eliza Deac est docteur ès lettres avec une thèse intitulée Le poétique et ses avatars : le modèle de 
Mallarmé et quelques expérimentes poétiques analogues aux XXe et XXIe siècles, soutenue à l'Université 
Babeş-Bolyai en 2016. En 2018, elle a publié sa thèse sous le titre Le Maître du Livre : Stéphane Mallarmé 
et les sorts d’Un coup de Dés (Cluj-Napoca/Bucarest, Școala Ardeleană/ Eikon). En 2018-2019, elle a 
mené un projet de recherche postdoctorale à l'Université de Genève, intitulé « Après Dada : la poésie 





Florida State University, USA 
 
Calculates Disobedience: Philip Corner’s piano activities and the politics of performance  
 
Performed at the 1962 “Fluxus International Festival of New Music,” Philip Corner’s Piano Activities 
participates in a dialectic of cultural production in the 1960s. Cold War historians emphasize cultural 
production during mid-century as a tool for the assertion of ideological power. This ties to theories of 
cultural internationalism, a model to restructure relations through international exchange of visual and 
performing arts. Scholars address Fluxus’s use of humor, challenging the commoditization of art 
objects as participants in this discourse. Within scholarship, there is lack of attention to the political 
stakes of Fluxus experimental music, the international festival model, and the politics of public 
performance within a West German context. My research addresses Piano Activities as a method of 
direct protest against the political importance of cultural production during the Cold War. I argue for 
the significance of experimentation, addressing Piano Activities as a subversion to powers of cultural 
production undermining systems of cultural hegemony during the Cold War. Cultural production 
involves social processes in the manifestation of objects and circulation of cultural forms and values, in 
this case through artistic labor. Culture is then produced through mediums of force that had gone 
through the turmoil of wartime mobilization moving into postwar readjustment. I situate the 
importance of Piano Activities through formal and theoretical analysis of the score, performance, and 
geopolitical context of the festival. I address issues of concrete materiality, dissolution of singular 
authorship, and non-hierarchical collaboration as methods of a revisionist approach to systems of Cold 
War hegemony. I discuss that Piano Activities then promotes a new form of cultural internationalism. 
Corner abandons musical notation, directing participants to interact with the piano through bodily 
action and outside materials. Corner’s perspective serves as a radical departure to institutionalized 
definitions of music and its relation to high culture within the internationalist dialogue. 
 
 
Victoria DeBlasio is a second-year M.A student in the Department of Art History at Florida State 
University in Tallahassee, Florida. Her research investigates issues of artistic labor and authorship within 
collaborative artistic practice, with a methodological interest in social art history. She looks specifically 
to where concepts of media experimentation and collaboration lie within Cold War politics of cultural 
production and internationalism to understand how artists in the 1960s and 1970s were working to 
undermine Cold War systems of social and political control. Centered on studies of artistic labor and 
media experimentation within the global context of the mid-twentieth century, she analyzes the 
utilization of non-hierarchical collaboration and media experimentation as methods of artistic labor to 
discuss their importance in relationship to cultural production. Her participation within the larger 
discourse aims to assert the importance of analyzing individualized authorship within collectivist 
practice to re-work our understanding of collaborative praxis within a Cold War framework. Her 
graduate research to date has included two major projects in pursuit of these questions: first, my study 
of postwar Italian artist Pinot Gallizio’s Laboratorio sperimentale, an experimental artistic laboratory 
found Alba, Italy in the late 1950s, in which I discuss issues of individual authorship within the 
collaborative model. My second project is a case study on Fluxus and the 1962 Fluxus International 
Festival of New Music, with a focus on the performance of Philip Corner’s Piano Activities. I focus on 
the use of chance operations and collaboration as methods of engagement with political dissent, 





WWU Münster, Germany 
 
Agency und Nieuwe Zakelijkheid 
 
Anhand zweier niederländischer Romane soll vergleichend-exemplarisch untersucht werden, wie in 
Romanen der Nieuwe Zakelijkheid - die niederländische Lehnübersetzung von ‚Neue Sachlichkeit‘ - 
menschliche ‚Agency‘ in Krisensituationen verhandelt wird. Die Texte werden dabei im 
kulturwissenschaftlichen Sinne als Experiment verstanden, welches zum Ziel hat, zum einen die 
Eingebundenheit des Menschen in Machtstrukturen zu erhellen und zum anderen die 
darausentstehenden Möglichkeiten und Grenzen menschlichen Handelns auszuloten. Hierbei soll auch 
auf Ebene des discours die nieuwzakelijke Haltung zur Sprachkrise untersucht werden, da davon 
ausgegangen werden kann, dass der (vermeintlich) nieuwzakelijke Anspruch auf intentionales, 
zweckgeleitetes Handeln nicht unabhängig vom Anspruch zu sehen ist, mittels Sprache zum ‚Kern der 
Dinge‘ vorzudringen. 
 
Neuere Untersuchungen zur Neuen Sachlichkeit als literarischen Strömung nehmen einen ihr 
inhärenten Krisenbezug an und heben die in ihren Texten thematisierte Verunsicherung bezüglich der 
Zweckmäßigkeit und Reichweite individuellen Handelns hervor. Der Erste Weltkrieg, die 
darauffolgenden politischen Unruhen in ganz Europa, die Weltwirtschaftskrise Ende der 20er Jahre 
sowie damit verbundene soziale Probleme haben aus historischer Perspektive sicherlich zu dieser 
Verunsicherung beigetragen – in Deutschland ebenso wie in den Niederlanden –, doch anstatt Literatur 
lediglich als spezifische Reaktion auf die Krisen der Zwischenkriegszeit und somit als Symptom zu 
betrachten, soll auch der Frage nachgegangen werden, inwiefern die Krise als solche überhaupt erst 
sprachlich erfassbar gemacht wird, welchen Beitrag Literatur hierzu leistet und welche 
Bewältigungsstrategien in der Literatur angeboten werden. 
 
Um diese Fragen exemplarisch beantworten zu können sollen in meinem Beitrag erste 
Forschungsergebnisse zum Roman Gelakte Hersens von M. Revis sowie Zuiderzee von Jef Last 
präsentiert werden. Während der Text von Revis eine Ford-Biographie erzählt und hierbei vor allem die 
allgemein angenommene Tendenz zur Durchrationalisierung seiner Produktionsstätten in den Blick 
nimmt, unternimmt der Roman von Last den Versuch, die sozialen Implikationen und Konsequenzen 




Nele Demets. 2008-2012: Bachelorstudium an der WWU Münster: Niederlandistik und Skandinavistik. 
2012-2016: Masterstudium an der WWU Münster: Niederländisch-Deutsch: Literarisches Übersetzen 
und Kulturtransfer. 2016-2017: Wissenschaftliche Hilfskraft am Institut für Niederländische Philologie, 
WWU Münster. Seit 2017: Wissenschaftliche Mitarbeiterin am Institut für Niederländische Philologie, 
WWU Münster. Seit 2018: Promotionsstudium im Rahmen der Graduate School Practices of Literature, 




Independent artist and educator, Turkey 
 
The Evaluation of Civil Movements in the Context of Art Practices After 1990  
 
In this paper, the protests of actual political issues in public spaces and the activist movements will be 
evaluated in the context of art practice. Political actions taking place in different geographies easily 
affect each other nowadays. The same thing can be said about the resistance aesthetics that is visible in 
new social movements. The creative resistance practices seen in Seattle, the World Trade Organization 
protests in 1999 are also seen in the Occupy Wall Street movement and Gezi Park actions in the 
following years. This article explores how creative resistance actions in such social processes affect art 
practice and the parallelism of this process with new genre public art that produces political and social 
gestures. The Occupy Wall Street movement has influenced the art events in Europe, such as the Berlin 
Biennial and Documenta 13. It is a controversial issue whether the aesthetic aspect of the same 
movement stands out from its political situation. Gezi Park protests, which involve a horizontal 
organization, have also created an aesthetic experience that interferes with daily life. Does the “Yeryüzü 
Sofraları” (earth tables) established in this period coinciding with the month of Ramadan parallel to the 
work of the artists who works with food as an art practice? 
 
As part of the Liberate Tate case, which developed as a movement against the sponsorship of Tate 
Modern, the relationship of political actions with art institutions will be examined. Do creative acts of 
resistance in public spaces, surpass the public dimension of international art events such as the 
biennial?  The possibility of such encounters in the public space as a form of existence for people will 
also be discussed within the scope of the subject. 
 
 
V. Itır Demir (PhD) is an independent artist and art who educator works and lives in Istanbul, Turkey. 
She completed her doctoral dissertation on “The Civil Movements Against the Political Power in Public 
Spaces in Turkey and Evaluation of Them in the Context of Art Practice” in Science of Art Department 
at FMV Isik University (2018). After graduating with a B.A. in Plastic Arts (Painting&Sculpture) 
Department at Kocaeli University (2007), she got her MFA degree with a thesis on “Feminist 
Performance” in the Sculpture Department (2011) at Marmara University. She participated in many 
exhibitions and art projects in Turkey and the UK since 2007. She worked as a project assistant in 
Performance Days and Visibility Project in GalataPerform, a museum educator and a guide in Istanbul 
Museum of Modern Art and an art educator in Aci High School in Istanbul. She is a member of 




Vanderbilt University, USA 
 
Crisis in the Theory of the Avant-garde: János Mácza, Artistic Praxis, and Marxist Sociology  
 
From the complex semantic web of “crisis” as described by Reinhart Koselleck, three features emerge as 
definitive for the avant-garde in the 1910s and the 1920s: 1) crisis as a moment of reflection, which is 
always accompanied by critique; 2) crisis as a call to action, to alter the status quo; and 3) crisis as a 
marker of a transitional period, separating the new from the old. Indeed, the concept of crisis—rather 
than the question of politics or aesthetic form—may be the missing conceptual wedge needed to 
separate the avant-garde from broader modernist trends. In Central Europe, the concept of crisis, 
especially in conjunction with the third feature, begins to figure prominently in the critical writings of 
the post-WWI avant-garde. In the essays of the Czech visual artist Karel Teige, for instance, the 
pronouncement of crisis, its explicit articulation as such, constitutes the main grounds for differentiating 
“new” (avant-garde) art from the “old” modernist trends. All three moments of the concept of crisis 
noted above become operative in the theoretical writings of the Hungarian János Mácza, culminating 
in (arguably) the first comparative theory of the avant-garde. With references to the broader Central 
and East European context, this paper focuses on Mácza’s book-length study in an effort to recuperate 
a theory of the avant-garde grounded in the concept of crisis. 
 
The one-time theater critic, Dadaist playwright, member and agitator of the Slovak-Hungarian 
Proletkult, and later Soviet theoretician of art and architecture, Janos Mácza (Ivan Matsa) published his 
groundbreaking comparative theory of the avant-garde in Russian in 1926. In this book, he applied the 
Marxist sociological method of cultural analysis, in vogue in Russia at the time, to his investigation of 
“contemporary art of Europe.” Comparing developments in literature, visual and plastic arts, theater, 
music, and architecture, Macza’s book spotlighted the work of artists we consider today as “avant-
garde,” to the almost complete exclusion of more mainstream artistic trends. Evaluating Mácza’s study 
against earlier theoretical debates within the Hungarian avant-garde, I argue that the combination of 
Marxist sociology with a reprocessing of his own avant-garde experience pushed the concept of crisis 
into the foreground of Macza’s assessment of avant-garde art. 
 
 
Irina Denischenko is a Mellon Assistant Professor in the Department of German, Russian, and East 
European Studies at Vanderbilt University. Her research focuses on the avant-garde and art theory of 
the 1910s and the 1920s in Central and Eastern Europe, especially in Russia, Czechoslovakia, and 
Hungary. Irina has published articles on Czech avant-garde photopoetry and Mikhail Bakhtin’s theory 
of cognition. She is currently completing her book manuscript Vladimir Mayakovsky and Democratic 
Representation in Art, as well as editing a collection of critical articles on Dada in Central and Eastern 
Europe and a volume of new Bakhtin translations. Irina holds a Ph.D. in Slavic Languages and 





Ritsumeikan University, Japan 
 
Fiume or Japan: the Rome-Tokyo Flight conceived by D’Annunzio 
 
This year celebrates the 100th anniversary of the historic Rome-Tokyo flight, carried out by two military 
pilots Ferrarin and Masiero, between February and May 1920. It is known that the adventurous raid 
should have been fulfilled by Gabriele D’Annunzio, the acclaimed creator of the first flight to the Far 
East, together with Japanese partner SHIMOI Harukichi, but the intent of the project is not well known: 
to mask the imminent “Endeavour”, or to get away from an extreme action not officially legitimized, for 
the good of the Italian government. By consulting the testimonies of Shimoi, we will give an acceptable 
thesis on this question. 
 
 
Hideyuki DOI (Tokyo 1973) obtained his Ph.D. in Italian Studies at the University of Bologna in 2005 and 
is now full professor of Italian Language and Literature at Ritsumeikan University in Kyoto, Japan. His 
main research focus is early 20th Century Italian and Japanese avant-garde. His principal works include 
L’esperienza friulana di Pasolini. Cinque studi, Cesati, 2011; Guida alla storia italiana moderna e 
contemporanea [JP], edited by Hideyuki DOI e Masaki YAMATE, Kyoto, Minerva, 2017; Kiju Yoshida, 





Ghent University, Belgium 
 
“Ich war auch dabei” Dada’s Alleged Open-Mindedness Towards Gender and Identity in Forgetting 
Dada Dance: the Case of Sophie Taeuber & Emmy Hennings. 
 
This contribution will analyze how Dadaism itself, despite its innovativeness, experimentality and explicit 
open-mindedness, had its own share in the problematic reception of female Dada performance 
through art history. In fact, the derogatory attitude of male artists, perceiving their female colleagues as 
objects of sexual entertainment (stereotypically referring to them as muses, nuns and angels) facilitated 
the silencing of some of Zurich’s most important female Dada pioneers. A self-induced marginalization 
of female creation by a movement so proudly carrying out its progressive experiments on both gender 
and identity. 
 
How did female Dada performers deal with this self-destructive crisis of Dadaism? What artistic 
strategies did they deploy to construct their subjectivity outside existing stereotypical imagery? Can art 
history’s problematic treatment of Dada performance be countered by a “tactile” historiography? 
 
Three artistic strategies dealing with the tragedy of involuntary marginalization are at stake in the work 
of Sophie Taeuber and Emmy Hennings (both actively involved in the startup of Zurich Dada in 1916): 
interdisciplinarity (1), genderplay (2) and the infliction of the machine (3). Combining materials and art 
forms that were traditionally perceived as inferior (dance, embroidery, design) led to the defiance of 
former categorizations and the gendered prejudices that came with them. Second, the practice of 
genderplay created opportunities to destroy sexual and artistic restrictions, implying not only a 
“category crisis of male and female, but also a crisis of category itself.”[1] Finally, performing the 
machine through machine woman both articulated the complexities of experiences in the wake of 
World War One, while also offering new possibilities of constructing and communicating female Dada’s 
subjectivity. Machine woman “demystified the myth of femininity” and “destabilized the notion of an 
essential femaleness.”[2] 
 
[1] Garber, Marjorie, Vested Interests: Cross-Dressing & Cultural Anxiety, New York: Routledge, 1992, 16-17. 
[2] Felski, Rita, The Gender of Modernity, Cambridge: Harvard University Press, 1995, 12. 
 
 
Sophie Doutreligne obtained her master in theatre and performance studies at Ghent University. Until 
recently she managed theatre companies as Action Zoo Humain, Unie der Zorgelozen and Studio Orka. 
In October 2019 her doctoral research Ich war auch dabei (I was also around). A corporeal reconstitution 
of the dance performances of Sophie Taeuber, Emmy Hennings and Suzanne Perrottet in Zurich Dada 
got granted an FWO-scholarship. She is associated to the research centres S:PAM (Ghent University) 





University of Nevada, USA 
 
“Marxism without Guarantees: Stuart Hall and the Crisis of Marxism” 
 
Among the numerous crises in the twentieth century, the crisis of Marxism must count as one of the 
major ones. Politically, it led to the demise of the Soviet Union, once a hope for revolutionary 
transformation for people worldwide. It likewise produced a crisis within Marxist theory, among the 
major modes of nineteenth- and twentieth-century thought. Marxist theory was challenged at multiple 
levels: for its taint of authoritarianism, for its economic and class determinism, for its commitment to 
the idea of totality, and for its inability to grapple with identity politics. Given Marxism’s fraught 
relationship with modernism, it might at first glance as an awkward fit for this conference. The example 
of theorists such as Theodor Adorno, who championed Alban Berg and Arnold Schoenberg, suggests 
otherwise.  
 
One of the most important theorists to emerge within the crisis of Marxism was the Jamaican born, 
black British cultural theorist Stuart Hall. He created what he described as “Marxism without 
guarantees”: it was “within shouting distance of Marxism, working on Marxism, working against 
Marxism, working with it, working on trying to develop Marxism.” Hall drew from multiple sources: 
British socialist humanism, Western European Marxism, critical race theory, feminism, postcolonial 
theory, and structuralism and poststructuralism, among them. In his long and productive career, he 
helped found the new left, was one of the founders of contemporary cultural studies, and was the first 
writer to label the British new right as Thatcherism and describe it as “authoritarian populism.” At the 
end of the century, he was in the forefront of creating “new times”: a socialist political project that 
fused the insights of the Marxist Antonio Gramsci with those of postmodern and poststructuralist 
theorists. “New Times” imagined a a politics for a post-Fordist world. Whether he was a Marxist or not 
at the end of his life is debatable. Yet Hall’s life and thought pays testimony to the creativity and 
originality that crises can produce.  
 
 
Dennis Dworkin is professor and chair of the Ozmen Institute of Global Studies, University of Nevada. 
He is an intellectual historian of Britain, Ireland and Europe who specializes in cultural theory and 
theories of nationalism. He is currently working on the Jamaica-born, British cultural theorist Stuart Hall, 






University of Warsaw, Poland 
 
”Der Blaue Reiter” Almanac as an Avant-Garde Document of Times of Disarray 
 
The emergence of „Der Blaue Reiter” group was associated with a project of an almanac which, in 
defiance of the normative aesthetics, discussed and reproduced equally the artworks of European 
modern artists and so-called primitive art. The document was later considered to be the most 
influential manifesto among the first avant-garde movements. Wassily Kandinsky and Franz Marc – the 
two-men editorial office – gathered visual and textual material mostly on the new German, Russian, 
and French fine arts together with music. The artists proposed a novelty: they boldly included folk and 
primitive art as well as drawings by children into the discourse of modernist critique. Searching for a 
new formula of ”primitive” expression, Kandinsky and Marc consciously rejected the early modern 
European art. 
 
Franz Marc wrote in the letter to August Macke: ”Wir erhoffen soviel Heilsames und Anregendes davon, 
dass dieser Almanach unser ganzer Traum geworden ist”. Some scholars interpreted „Der Blaue Reiter” 
Almanac as an instrument of cure, or even exorcism, and salvation (Peg Weiss). Kandinsky and Marc 
believed to live in a time of crisis and breakthrough, preceding „the epoch of the great spiritual”. In 
their aesthetic project the materialist art of 19th Century is to be superseded by the art of new ”wild” 
creators who sought for ”spirituality” as their great ”primitive” ancestors did. At the beginning of 20th 
century, in the times of aesthetic and political disarray, the Almanac promoted human creativity 
regardless of geographical, racial or national divisions. According to Kandinsky and Marc, an idea of 
correlation of modernism and primitive art, somehow consistent with a trans-cultural diffusion, was an 
instrument of social change. This paper discusses the Almanac as a change agent in the context of 
ethnological, and sociological research of the beginning of 20th century. 
 
 
Tomasz Dziewicki (b. 1993) is an art historian and a PhD candidate at the Faculty of History, University 
of Warsaw. He graduated from the University of Warsaw (MA in 2017). A member of the Polish Institute 
of World Art Studies. He currently prepares his PhD thesis on primitivism in the circle of the German art 
groups Die Brücke and Der Blaue Reiter (supervisor prof. Iwona Luba). He recently published his book 
(with Kajetan Giziński) „Studia o Wasiliju Kandinskim i grupie Der Blaue Reiter” („Studies on Vassily 





Eames, Rachel Fountain 
University of Birmingham, UK 
  
Dadaist Cosmologies: The Baroness Elsa von Freytag Loringhoven’s Physics  
 
The German performance artist and poet, the Baroness Elsa von Freytag Loringhoven (1874-1927) was a 
staple of the New York Dada scene in Greenwich Village during the 1910s and early 1920s. Her 
dramatic, maddening displays of outrageous costuming, boundary-crossing behaviour, and openly 
demonstrative sexuality led her to be branded a madwoman more often than a genius during her 
lifetime. Her lively collaborations with other Dadaists, such as Marcel Duchamp and Man Ray, shaped 
her art and inspired seminal works like ‘The Fountain’. Championed by the Little Review editor Jane 
Heap, her poetry shocked its readership with its unrestrained hyper-emotional style, stirring a debate 
about the limitations of poetry. In 1923, when she returned to her homeland and was unable to join her 
colleagues in Paris, she felt exiled to a country in crisis. This elicited a striking shift in her poetic style, 
which became more fractured and selective, with greater appeal to models of order and scientific 
schemas. 
 
This paper focusses on the detail of the Baroness’s poetry, in particular its innovative adoption of 
themes and ideas from science. I trace back references to scientific methodology through a legacy of 
Dadaist ‘playful physics’, which anticipated the acausal thinking of the 1920s, and consider how this was 
representative of a wider cultural shift away from causality in the post-war period. By contrasting 
Baroness’s New York poetry with her later attempts to form a cosmology based on ‘abstract science’ in 
Weimar Germany, I propose that epistemologies of chance and probability bound up with the new 
physics offered her a means of negotiating personal and political crisis.  
 
 
Rachel Fountain Eames is a doctoral researcher at the University of Birmingham. Her work focusses on 
the intersection between modernism, avant-garde visual art, and physics. She is the co-founder of the 
Midlands Modernist Network. Her first article, on the intersection of literature and science in Victorian 
children's literature, was published in Victoriographies in 2017, with a new paper on Mina Loy's physics 
and Futurism forthcoming in the Journal of Literature and Science later this year, after receiving an 





Université Libre de Bruxelles, Belgium 
 
L’exile des mots 
 
Adieu au langage (Jean-Luc Godard, 2014) est un film fait de mots, d’images, de sons entrecoupés, de 
phrases arrêtées, étouffées, de mots déviés, certaines fois chuchotés, parfois hurlés ou mal-prononcés. 
Dans le film, les sons se déplacent entre des bribes d’images, ils glissent hors de l’écran. Une mixité de 
techniques de tournage, de caméras différentes et divers supports génèrent un film étrange, comme 
un échantillon de ce dont la vie est faite. Godard affirme qu’il y a beaucoup de langues mais il n’y a pas 
de langage ». Néanmoins, dans l’absence du langage, quelque chose se met à exister, non pas de 
manière centrale mais, plutôt « à côté de la plaque », c’est-à-dire autour de l’image, derrière elle. Par-
delà le langage, d’après Godard, c’est le son qui est chargé de transmettre ce que le langage ne peut 
plus faire. 
 
À travers une matrice de lecture et d’interprétation construite à partir de l’analyse du film de Godard, 
cette recherche réalise une étude approfondie des mouvements dada et lettriste – et plus précisément 
des œuvres de Tristan Tzara, Isidore Isou, Gherasim Luca – de sorte à saisir ce que la migration des 
mots à travers les frontières d’Europe a apporté à l’avant-garde et au modernisme par la 
transfiguration du langage en temps de crise. Les formes d’expression littéraire analysées permettent 
d’explorer également les rebondissements que ces mouvements ont générés entre les arts (écriture, 
film, architecture, peinture) et les influences de l’art et de la pensée de ces acteurs de l’avant-garde 
roumaine par-delà les frontières des pays, des continents, des limites territoriales physiques ou 
politiques.   
 
En effet, ces mouvements ont à la fois mis en crise, libéré, rassemblé les créateurs avant-gardistes et 
modernes les plus prolifiques et influents du 20e siècle. Quelles formes épistémologiques se dégagent 
de l’observation comparée entre la structure du film de Godard et la structure des œuvres des poètes 
lettristes et dadaïstes ? Y-a-t-il des propriétés structurelles communes ? En quoi les éléments qui se 
dégagent de ces analyses comparées pourraient esquisser des modes de communication qui 
dépassent le langage défaillant ? Est-ce en temps de crise un des systèmes de transmission et de 
création du changement qui permettrait le rééquilibrage des contrariétés ?  
 
 
Roxane Enescu studied painting and sculpture at the Academy of Fine Arts in Brussels, video at SAE 
Brussels, management at Solvay and architecture at the Faculty of Architecture of ULB (Université Libre 
de Bruxelles). She initiated in 2012 a course of Theoretical and experimental research that puts in 
relation Architecture and Cinema. The course and practice laboratory produces a dozen of urban films 
every year, which materialize theoretical concepts through photographic and video tools and allow to 
explore transversal themes. Roxane Enescu is a member of two research laboratories of the ULB Faculty 
of Architecture: HLC in History, Criticism and Arts, and Sasha Humanities Laboratory. Her research 
interests are exploring the limits between the visible and the invisible, the concept of almost nothing, 
materializations of the immaterial architecture, the contribution of cinema in the architectural design, 
architecture and image, architecture and film, avant-garde and experimental films, presence and haptic. 





Université de Strasbourg, France  
 
Ideological Stability and Aesthetic Wagers: Asger Jorn on Art in the Postwar Economic Miracle 
 
In Futures Past, Reinhart Koselleck defines the advent of modernity (Neuzeit) as the point at which the 
future could no longer be understood merely through the past. “The presence of the past,” he writes, 
was now “distinct from the presence of the future.” The future offered the prospect of something 
entirely different. The horizon of expectation was not determined by the room of experience. In that 
this opened up a space for political critique, modernity, Koselleck argues, engendered social crises. 
In this paper, I will suggest that Koselleck’s definition can help us conceptualise the thought of Asger 
Jorn. In his largely overlooked Danish-language works – Vaerdi og økonomi (1961), Naturens orden 
(1962), and Held og hasard (1963) – Jorn alluded to why he had co-founded artist organisations, such as 
Cobra, the International Movement for an imaginist Bauhaus, and the Situationist International. By the 
mid-1950s, so Jorn claimed, the crisis-prone modernity that Koselleck described was a thing of the past. 
In East and West, postwar reconstruction was abolishing the unpredictability of the future. The 
quantitative methodology guiding European modernization had no space for what was qualitatively 
different. The standard of living may be increasing, Jorn concluded, but life was becoming 
standardized.  
 
As a response, Jorn drew on the constitutive role aesthetic experimentation had played in opening up 
the chasm between the past and the future in the modern era. Aesthetics, he suggested, is “a credit 
system, an unceasing investment in the unknown, in that which has no assets only risks … Europe has 
for centuries lived on such credit - to whom? To its future.” In this paper, I propose to explore how Jorn 
framed art’s ability to renew this wager, and how this informed his propensity to form artist 
organisations. Against the backdrop of the hardening ideological climate and the boom in the 




Pehr Englén is currently a lecturer in the Scandinavian department at the Université de Strasbourg, 
France. He recently defended his doctoral thesis, ‘The Network as Artwork: Asger Jorn and the 
Situationist International’, at Drew University, NJ, USA. His articles and reviews have been published by 






Middle East Technical University, Turkey 
 
Crisis and Modernism: Knowledge in architectural theory and a search for type and typology 
 
Crises are generally considered as chaotic rather than catastrophic. This argument can be validated 
since crisis appears as a consequence of a series of developments, and this tension generates a new 
condition eventually. This characteristic can be similarly interpreted as Thomas Kuhn’s paradigm shift in 
epistemology. However, new conditions cause its specific crisis and this reproduction continues 
repeatedly in its particular content. Therefore, crisis appears because movements and their theories 
weaken to sufficiently generate a new body of knowledge to adapt to the existing conditions. 
Architecture and architectural theory also have a parallel process in its boundaries. While every epoch 
resulted in creating their own arguments due to the dominant circumstances in political and social 
structures, architecture and space have been influenced directly or indirectly, and they produce its 
“language” accordingly. Considering modernism as the artistic tendencies of modernity, the movement 
has operated its theories in relation with the set of knowledge generated by modernization. Many new 
concepts emerged in this movement and these concepts not only help to create physical space but 
also provide perspectives to interpret and understand how these spaces are created. “Type” as a form 
of knowledge is one of these key concepts and has a deep history in architecture while its “meanings” 
are adapted. Modernism and modern architecture developed a distinctive perspective to the notion of 
“type”. In this paper, “type and typology” discourses will be investigated in order to reveal how certain 
knowledge formations influenced architectural space, why they were adapted and whether they are still 
valid. Moreover, the main focus will be modern movement and its knowledge production as well as its 
particular understanding of “type” in order to decipher its crisis and how it affected architectural theory 
and space. The study will be grounded on discourse analysis of seminal architects, namely Antoine-
Chrysostome Quatremère de Quincy, Aldo Rossi, Christopher Alexander.  
 
 
Berrak Erdal trained as an architect and is currently a PhD candidate in the Department of Architecture 
at the Middle East Technical University in Ankara, Turkey. She completed her BArch (2010) and MArch 
(2014) at the same university. She took lessons as an exchange student and continued her thesis studies 
at TU Wien (Fall-Spring, 2012-2013) under the supervision of Kari Jormakka and Anja Steglich and at KU 
Leuven (Fall, 2018-2019) under the supervision of Hilde Heynen. In her research, Erdal focuses on 
Turkish modernity, politics of culture, the institutionalization of knowledge, and the architecture of 
libraries and cultural spaces. Her dissertation project is tentatively entitled: “Constructing Knowledge as 
a Political Medium: The Archeology of People’s Libraries,” where she investigates the production of 
architectural space in the post-war era of Turkish modernity. In addition, she examines the notion of 
“archetype” as a form of architectural knowledge by understanding and deciphering “public libraries” 
as heterotrophic spaces of modern societies. In the light of this theoretical framework, the dissertation 
provides a critical perspective to this particular period, and it contributes to post-war literature of 
architectural theory by providing a unique insight to public libraries and how Turkish modernity 




University of Leeds, UK 
 
Webern and the Post-War Crisis at Darmstadt: A Ghost Story 
 
Darmstadt is a familiar place in music historiography. It is where a radical new generation of composers 
‘pledged their allegiance to Schoenberg’s great pupil [i.e. Webern]’ in 1953, breaking in toto with a 
compromised past in response to the urgent crisis of post-War reconstruction in order to compose the 
most esoteric, mathematically rigid, and ‘anti-humanist’ music the world has ever known, and has 
remained the quintessential ‘citadel of the avant-garde’ ever since (cf. Taruskin, 2005). The problem, as 
a growing body of scholarship shows, is that there is very little indication that any such music was ever 
composed or performed, and concerts at Darmstadt continued to be dominated by composers like 
Carl Orff throughout the 1950s. Indeed, Martin Iddon’s close reading of the program of the 1954 
Darmstädter Ferienkurse identifies only a single obscure piece, Michel Fano’s Sonata for Two Pianos, 
which might fit the bill of a ‘total’ serialism (Iddon, 2013). 
 
Taking its cue both from Iddon’s reading and M. J. Grant’s assertion that ‘there is no such thing as 
“total” serialism’ (Grant, 2001), this paper first identifies, through analysis of music by Fano, Karel 
Goeyvaerts, and Karlheinz Stockhausen, a shared practice centred on Neo-Platonist Roman Catholicism 
that developed techniques for determining every facet of a composition to conform to a formal 
approximation of the divine. It then describes how precisely these technical procedures were isolated 
from their religious and philosophical context and given as paradigmatic models of the most advanced, 
historically mandated treatment of musical material by prominent cultural gatekeepers, in particular 
Herbert Eimert. Finally, it describes how the ‘zero hour’ myth acted as cover for the continuing 
presence of composers compromised by the Nazi regime in German musical life, re-casting both the 
institutional history of New Music and notions of crisis in avant-gardism more broadly. 
 
 
Max Erwin is a musicologist and composer. His research is primarily focused musical avant-gardes and 
their institutional networks, and he is completing a PhD in musicology at the University of Leeds, where 
he is the recipient of a Leeds Anniversary Research Scholarship. His writing appears 
in Tempo, Perspectives of New Music, Music & Literature, Revue belge de Musicologie, Nuove Musiche, 





University of Oslo, Norway 
 
Architecture in the years of crisis: Le Corbusier and the notion of the human scale 
 
When in 1931 the Wall Street Crash of 1929 reached France, the country had already entered a decade 
of constant crisis: inflation, market fluctuations, and ideological disorientation had fueled a crisis of 
parliamentarism, and the middle-class supporters of the Republic were becoming estranged, seeking a 
stronger executive. The election of the Cartel des Gauches in 1932 reawakened the far-right while 
Hitler’s seizure of power (Machtergreifung) the following year blurred even more the already fluid 
political landscape. Facing an absolute lack of commissions and already sympathetic to 
antiparliamentary political movements, Le Corbusier soon endorsed Regionalist Syndicalism and 
developed his Ville Radieuse urban scheme as a solution to the social and political problems. At the 
same time, he advocated a joint machine-primitivist aesthetic, inspired as much by ocean-liners as it 
was by vernacular architecture.   
 
The human and its body were found in the epicenter of those tensions, as both the measure and the 
object of transformation. It is in this context that the notion of the échelle humaine (the human scale) 
emerges in Le Corbusier’s writings in the mid-1930s, mediating between the human body and the scale 
of the machine. 
 
In this paper, I will show how the notion of the human scale molded influences from folklore 
architecture, primitive aesthetics, and the machine into a new standard, related to the interior height of 
the Ville Radieuse volumes. I will also argue that the emergence of the human scale owes to a general 
re-evaluation of the tactile and the corporal, as well as to the agency of organicist and vitalist concepts 
of regeneration, prefiguring the development of the Modulor by a decade. 
 
 
Panagiotis Farantatos, PhD, is an architect and architectural historian, currently a Research Fellow in 
Architectural history at the Department of Art History, IFIKK, University of Oslo. He has published on Le 
Corbusier’s “Journey to the East” and edited the Greek translations of The Modulor and Modulor 2. His 
PhD Thesis (Molding the Modulor. The Inception of the Modulor in Light of Le Corbusier's Theoretical, 
Creative and Professional Activity 1920–1950) is the first monograph on Le Corbusier’s measuring tool 





Babes-Bolya University, Romania 
 
Contimporanul: the story of a political crisis in images 
 
The main body of scholarly work on the Romanian avant-garde is littered with studies debating the 
position of the Romanian avant-garde groups on the European scene. This emphasis led to a wide 
spread neglect of the importance of the local social and political context in shaping the evolution and 
directions of the Romanian avant-garde movement. In my doctoral thesis I intend to shed more light 
on the problem by trying to pinpoint the ways in which Contimporanul– Romania’s core avant-garde 
magazine – reacts to the local socio-political context, a focus point for the group in the first couple of 
years after its inception. 
  
From 1922 to 1924, before becoming an art-first magazine, Contimporanul was just as much interested 
in following and discussing the political, economic and “social” crises faced by the Romanian state.  For 
instance, Contimporanul’s scrutiny follows up closely the political scandal raised by “The communist’s 
trial” from 1922, the changes in the Romanian Constitution from 1923 and many other political 
decisions – found to endanger Romania’s young democracy. In Contimporanul’s view, the questionable 
political resolutions were possible due to the endemic crises found on Romania’s political stage. 
 
The drawings found on the cover of the magazine – made by the avant-garde artists and collaborators 
such as Marcel Ianco, Valloton or A. Dragoş – are the „replica” of the contested political events and a 
political statement in itself. Our intention is to present some of the contestatary drawings found on the 
magazine’s cover  (of the issues from 1922 and 1923), to make short introductions of the political events 
they depict and to focus on offering detalis regarding Contimporanul’s diagnoses of Romania’s political 
crises at the time.  
 
 
Emilia Faur (b. 1991, Romania): PhD Candidate, Faculty of History and Philosophy, Babeș-Bolyai 
University, Cluj-Napoca. Received an MA and BA in Philosophy from the same university. Doctoral 
project: Contimporanul’s political “ideology”. Her main field of interest: the socio-political dimension of 
the Romanian artistic and literary avant-gardes. Writer of two books of poetry (2011, 2012) and several 





Jagiellonian University, Poland 
 
Defilada umarłych bogów (The parade of the dead gods). The Polish catastrophic avant-garde of the 
1930s and the example of the Żagary group from Wilno (Vilnius). 
 
Żagary group was one of the most important constituents of the so-called "second avant-garde," a 
thread of Polish modernist literature in which the affirmation of modern civilization, in its social, 
technological and cultural manifestations, was accompanied by a diagnosis of a deep economic and 
social crisis. In its response, the Polish avant-garde recognized crisis as the most important 
phenomenon of the civilization of the first decades of the 20th century and accordingly used to be 
labelled “catastrophic”, which ideologically originated both from the biblical apocalypse tradition and 
the fundamental rejection of technological development. 
 
In the case of the catastrophic avant-garde of Żagary, we are dealing with a leftist criticism of 
capitalistic and imperialist development of civilization, which leads to enslavement and destruction of 
millions of human beings, and at the same time, an affirmation of this development should it introduce 
radical, revolutionary socio-economic changes. The catastrophism of the Żagary group is also 
associated with their location on the north-eastern borders of the Polish state between 1918 and 1939, 
at the junction of Polish, Lithuanian, Belarusian and Russian influences and a significant Jewish minority. 
This particular geographical location resulted in radical criticism of the nation-state and nationalism, as 
well as a recognition of the complete failure of the communist revolution in Russia. Faced with the 
crises of the 1930s, the members of Żagary group were seeking the “third way”: they rejected the 
existing civilization symbolized by the “dead gods” (from Dembinski's program speech) but they 
neither accepted Stalinist communism nor fascist or Nazi remedies for the crisis.  
 
Consequently, they were looking for a formula for a supranational, collective system of production and 
consumption. While rejecting traditional literary forms, they did not accept the dehumanized 
mechanized avant-garde of the beginning of the century and questioned both commercial and 
experimental art inspired and intended for mass consumption. The presentation will discuss the crisis 
proposed by the group’s members as well as the catastrophic practice present in their poetry and 
journalism.   
 
 
Jarosław Fazan – 20th-century literature historian, academic teacher, editor of Tadeusz Peiper’s 
writings, assistant professor at the Department of Contemporary Critics at the Jagiellonian University. 
Author of books But I am not God. Contemplation and Theater in the Work of Miron Białoszewski (1999) 
and From Metaphor to Delusional. Pathography of Tadeusz Peiper (2010); co-editor of the books: 
Żagary. Cultural Environment of the Literary Group (2009) and On the Verge of Literature (2012). 
Together with Krzysztof Zajas, he is editing the Polish Studies –  Transdisciplinary Perspectives series in 
the Peter Lang Publishing House. Since November 2016 he has been the head of the Center for Avant-




University of Oslo, Norway 
 
Anthropometrics and the Cinematic Avant-Garde: Photogénie as a Discourse of Crisis  
 
Perhaps no other concept has been so central to French discourses on cinema aesthetics as 
photogénie. Since its emergence as an aesthetic descriptor for film with the publication of Louis Delluc’s 
book Photogénie in 1920, the term has come to be understood as the first film-theoretic concept, the 
cornerstone of an incipient film theory that would facilitate the emergence of avant-garde film as a 
respected form of art. Jean Epstein is widely considered to be the central theorist of photogénie, and 
has consequently been the object of a recent resurgence of interest. However, while scholars have 
explored what Epstein and Delluc were attempting to accomplish conceptually with the term 
photogénie, we know little of what they were seeking to accomplish socially within the context of a 
France in crisis following the Great War.  
 
This paper traces the connections between the aesthetic discourse of photogénie and engrained 
notions of French racial delicacy, sensitivity and intelligence in post-war France. In 1921, the Parisian 
chief of police introduced the first photographic identity cards for all Parisians. This card, previously 
only required for criminals and foreigners, was a complete anthropometric record for every Parisian 
and included measurements of the nose, height, and eye and hair colour in order to identify the card’s 
carrier. News articles explained how a person’s physical traits were deeply connected to their physical 
and moral identity, including criminal propensities and racial belonging. By demonstrating how 
prevalent anxieties concerning French spiritual and racial superiority intersected with, and fed into, the 
earliest efforts at creating an aesthetic discourse devoted to film, this paper argues that French avant-
garde cinema of the early 1920s can be seen as part of a national-conservative response to the crisis of 
the Great War.   
 
 
Annie Fee is a postdoctoral fellow in the Department of Media and Communication at the University of 
Oslo. She has a PhD in Comparative Literature, Cinema and Media Studies from The University of 
Washington. Her work has appeared in Early Popular Visual Culture, Feminist Media Histories, 
Framework, Oxford Bibliographies, The Blackwell Companion to D. W. Griffith and Nordic Film Cultures 
and Cinemas of Elsewhere. She is currently working on a book manuscript dealing with the class and 





Northwestern University, USA 
 
Auswege aus dem Ausnahmezustand in Hofmannsthals Poetik des Schweigens. Eine exemplarische 
Analyse des „Das Salzburger große Welttheater“, „Ein Brief“ und „Augenblicke in Griechenland“. 
 
Die Forschung um den Chandos Brief hat zur Genüge das Schweigen als Resultat der Sprach- bzw. 
Identitätskrise der Moderne gelesen. Obgleich Schweigen eine zentrale Rolle in all seinen späteren 
Werken einnimmt, wurde diesem Konzept jenseits der Topoi der Unsagbarkeit und des Mystizismus 
kaum Beachtung geschenkt. Dabei inszeniert Hofmannsthal das Schweigen als einen liminalen Ort -
genauer: Atopos- wo sich die „wahre“ Revolution, seine „konservative Revolution“ abspielen soll. Die 
Umwälzung geschehe durch die Außerkraftsetzung teleologischen Denkens und Verständnisses der 
Geschichte. Als bekannter Gegner der Hegelschen Dialektik muss Hofmannsthals Konzept der Krise 
folgerichtig in ein anderes Vokabular transponiert werden, indem „Krise“ nicht aus misslungenen 
Projektionen resultiert, aber vielmehr aus dem Verlust von Gegenwartsmodellen von Gemeinschaft. 
Sein poetisches Denken geht über die Logiken des Ausnahmezustands hinaus - exklusio-inklusio; 
Ästhetik - und versucht eine Logik der Relationen bzw. der „Mitte“ - i.e. Potentiologie - zu denken. In 
diesem Vortrag schlage ich vor allem eine neue Lektüre des „Das Salzburger Große Welttheater“ vor, 
wobei ich mich auf die Bedeutung und poetische Funktion des Schweigens konzentrieren werde. 
 
Schweigen kann für Hofmannsthal mit dem Augenblick des Erhabenen in Verbindung gebracht 
werden, wo Ästhetik – Repräsentation - und Sittlichkeit – Ethik - für einen Augenblick als inoperative 
Antinomien festgehalten werden. Die Unentscheidbarkeit, ferner Unzulänglichkeit der Einbildungskraft 
und des Verstandes und zugleich die Frage nach dem Handlungsvermögen und sogar 
Handlungsprinzip des (modernen) Subjekts lässt sich in dichterischer Hinsicht als eine Poetik des 
Unbestimmbaren, i.e. des Schweigens statuieren. Weil das Schweigen sich in Relation zur Sprache und 
zur Rede definiert, ist das Schweigen eine Handlung und in Bezug auf die Sprache eine negative 
Handlung, oder negative Rede, eine Rede ohne Rede, aber dadurch, dass das Schweigen sich trotzdem 
selbst besagt, darf Schweigen nicht als Abwesenheit der Sagbarkeit, sondern als schiere Sagbarkeit 
begriffen werden. Das Schweigen wird also als eine Relation der Relation verstanden, damit erlangt die 
von mir erarbeitete Konzeption des Schweigens einen profanen und zugleich sakralen Aspekt als das 




Hector Feliciano. Geboren in Mayagüez, Puerto Rico. Magister Artium erlangt im Fach Deutsche 
Philologie und Philosophie in der Universität Heidelberg. Magisterarbeit: „Die Welt als Allegorese und 
Allegorie“ (Note: 1,0) Doktorand an der Northwestern University seit September 2015 bis dato in 
Cotutelle-Verfahren seit Oktober 2017 mit der Graduiertenschule Practices of Literature in der 
Universität Münster. (Betreuer: Jörg Kreienbrock, Sam Weber, Andreas Blödorn) Gründer und 
Koordinator der münsteranischen Summer School 2020 “Tacet ad Libitum: Towards a poetics and 




Yale University, USA 
 
Out of Bounds: Sculpture and the Figure of Crisis     
 
In 1935, the Swiss artist Alberto Giacometti abruptly renounced his abstract Surrealist sculptures and 
began modelling portrait busts and miniature figures, many no larger than a fingernail. These works are 
conventionally dismissed as symptoms of a personal crisis, a turn inward and turn away from the avant-
garde’s political ambitions and public interventions. Yet his return to figuration, recast as a crisis of 
figuration, coincided with catastrophic political upheavals — among them, the breakdown of the 
nation-state’s capacity to legitimately “figure” or represent itself. Giacometti’s miniatures testify to a 
double failure of abstraction (to sufficiently distinguish artworks from commodities) and figuration (to 
adequately monumentalize the modern subject): a crisis of artistic convention in the mode of Jurgen 
Habermas’s “legitimation crisis,” occurring in tandem with Europe’s broader collapse of social 
institutions. 
 
But even as they are figures of failure, these works also productively reimagine the deep history of 
sculpture’s relationship to its viewer. This paper examines the final years of Giacometti’s artistic crisis at 
the close of WWII as the sculptor navigated the relationship between his miniatures and several unbuilt 
propositions for war monuments. Central to this negotiation was Giacometti’s radical manipulation of 
the space around his sculptures, a “figurative boundary” where the space of representation entwines 
with the space of experience. Engaging Habermas alongside Erich Auerbach’s concept of figuration as 
a premodern, trans-temporal construction that gives way to modernity’s homogenous time of 
synchronicity, I argue that a parallel transformation occurs belatedly in this figurative boundary — and 
occurs there as crisis. Born paradoxically of figurative sculpture’s repressed capacity to substitute the 
body with space, this boundary both enacts, and imagines new social formations born from, the crisis 
of the nation-state’s boundary in WWII. 
 
 
Joanna Fiduccia is Assistant Professor of Modern European and American art in the Department of the 
History of Art at Yale University. Co-founder and editor of the journal of art history apricota, her 
scholarship has appeared in October, The Yale Bulletin of Art, and Shift. She is also the author of essays 
and reviews on contemporary art for publications including Artforum, Spike Art Quarterly, East of 
Borneo, Kaleidoscope, Art Review, and Parkett, as well as numerous catalogues. Her research has been 
supported by fellowships from the American Council of Learned Societies, the Swiss Confederation, the 
Center for Italian Modern Art, the Society of French Historical Studies, and the UCLA Center for 
European Studies. She is currently at work on her first book, Hollow Man: Alberto Giacometti and the 
Crisis of the Monument, which investigates the convergence of artistic and political crises in the 





Independent artist, Turkey 
 
A Debate of Activism over the Art Practices in Public Space After 1980 
 
This paper summarises the master’s thesis ‘A Debate of Activism over the Art Practices in Public Space 
After 1980’[1] which studies post-1980s art practices in the public space and the basic concepts of 
public and private space, daily life, and artistic activism. New genre public art, street art and protest art 
discussed will include Superflex, Temporary Services, Banksy, Voina, Group Material and Guerrilla Girls. 
In addition, the concept of activism will be debated by looking at the different methods used in these 
art practices in public space and their aesthetic contexts. My comparison will manifest these diverse 
practices’ ability to change the (modernist) art institutions. 
 
[1] Kardelen Fincancı, ‘A Debate of Activism over the Art Practices in Public Space After 1980’ (Unpublished Master’s Thesis, 




Kardelen Fincancı is an independent artist who mainly works in the fields of installation and 
performance and aims to show that art can contribute to social change by activism. She prefers to use 
public spaces and memory of the space as a medium for her art and tries to interact with the audience. 
She believes that the collective structure of public space enables an intervention and thus opens the 
doors of social change by communicating with the public. She graduated from Kadikoy Anatolian 
Highschool in 2004 and from the Plastic Arts Department of Kocaeli University Fine Arts Faculty in 
2008. In addition she finished her master’s thesis on ‘A Debate of Activism Over The Art Practices in 
Public Space After 1980’ and graduated from Art and Design Program of Yildiz Technical University in 
2019. She was selected for the residency program ‘City as Site-Public Art as Social Intervention’ of New 
York School of Visual Arts in 2014. Also, she was one of the artists of curator Nesli Gül Durukan for her 
curatorial residency in Sazmanab Platform for Contemporary Arts in Iran in 2012. She participated in 




Fischer, Ralf Michael 
University of Tübingen/University of Trier, Germany 
 
Ashcan Realism and the Crisis of the Frontier:  
George Bellows' Depictions of Urban Everyday Life 
  
Urban everyday life is a constituent of the so-called Ashcan School, one of the earliest avant-garde 
manifestations in the USA. In particular the painter George Bellows became infamous for his depictions 
of the lower classes in New York City – mostly immigrants from Eastern and Southern Europe who were 
considered as a threat by the established white middle and upper classes due to the widespread belief 
in the end of the frontier process that had seen as a driving force of American identity and the so-
called American Exceptionalism. Thus, paintings like River Rats (1906), Forty-two Kids (1907), or Cliff 
Dwellers (1913) shocked the art audience with new subjects that were considered to be un-artistic and 
even a serious danger for American identity.  
 
Bellows, in contrast, propagated a credo as an artistic frontiersman conquering new, more realistic 
subjects for art. Furthermore, Bellows depicted the lower classes, at least partially, as the hope for 
America's future. His answer to a crisis of (American) progress was counter-images that evoked an 
alternative, yet offensive idea of progress.  
 
The aim of the presentation is to scrutinise the role of everyday life in the mentioned works by Bellows 
in the context of an avant-gardism nurtured by frontier discourse and multi-layered notions of crisis.  
 
 
Ralf Michael Fischer is Associate Professor (Privatdozent) for art history at the universities of Trier and 
Tübingen; he is also director and curator of the Museum Langenargen at Lake Constance. He 
completed a PhD at the University of Marburg in 2006 about space and time in the films of Stanley 
Kubrick, and his habilitation at the University of Tübingen in 2018 about depictions of and reflections 
on the North-American frontier in paintings from John Smibert to Edward Hopper. His research and 
teaching focus upon art after 1800 (in particular on North-American art), on the history and aesthetics 
of film and photography, on the interactions between different artistic and non-artistic media, as well 




Fitz Gibbon, Elaine 
Harvard University, USA 
 
Coney Island’s Strange Doubling: Music, Uncanny Bodies and the Crisis of Theater in Steven Takasugi’s 
Sideshow (2015) 
 
The year 2009 marked a radical change in the oeuvre of Japanese American composer Steven Kazuo 
Takasugi. Before composing Sideshow (2009–2015), a work of music theater for amplified octet and 
electronic playback, Takasugi had exclusively written electronic music to be experienced in an 
environment devoid of any sensory input aside from the sounds emanating from personal headphones. 
Sideshow takes as its subject Coney Island’s hallucinatory spectacle of pleasure and gruesome 
theatricality. But despite its theatrical subject-matter and genre-designation, Sideshow occupies an 
ambivalent space between the held constraint of the traditional chamber music performance and the 
excessive gestures and images of a circus freakshow. Joining together the sublime crises of excess of 
Coney Island ca. 1910s and fin-de-siècle Vienna through the aphorisms of satirist Karl Kraus, Sideshow 
reflects on the violence of theatrical spectacle, implicating audience members and the music industry in 
its carnivalesque critique of contemporary New Music consumption and politics. 
  
In my paper I discuss Sideshow’s staging of gruesome self-sacrifice, a response to economic crisis, to 
demonstrate what is at stake in Takasugi’s turn to theater. Indeed, this return occurred just as Jennifer 
Walshe founded the New Discipline in 2016, a movement that includes a group of composers who have 
made an anxiety-laden and politically oriented return to theater. Engaging with Seth Brodsky’s 
psychoanalytic interrogation of modernism and its structures of repression, and with the model of 
modernism’s community-oriented cosmopolitanism articulated by Brigid Cohen in her work on Stefan 
Wolpe, I historically contextualize the New Discipline’s return to theatricality in relation to the postwar 
emergence of instrumental theater. Juxtaposing the simultaneous economic and cultural crises of 
Brooklyn’s Coney Island and the Austro-Hungarian Empire, Takasugi, I argue, uses the genre of 
Musiktheater to invite his audience to consider their own ethically compromised position as spectators.  
 
 
Elaine Fitz Gibbon is a doctoral candidate in Historical Musicology at Harvard University. She received 
her MA in German Studies from Princeton University, and her BA in Musicology and German Studies 
from the University of Pennsylvania. She also holds a Diploma of Advanced Studies in music journalism 
from the Musik Akademie Basel and has been active as a journalist in the field of new music in the 
German-speaking realm. Her dissertation explores trends and relations of opera, music theater and 
electro-acoustic music of the avant-garde from 1945 to today from the perspective of circum-Atlantic 






Art Center College of Design Pasadena, USA 
 
The First Russian Art Exhibition as Response to Crises in the Early 1920s: Famine in Russia and the 
Political Left in Germany 
 
The First Russian Art Exhibition that opened in Berlin in October 1922 had originally been meant to 
offer artworks for sale in order to ease the famine in Russia, a non-admitted crisis of the victorious 
October Revolution and the Civil War. The complicated history of the exhibition started with the 
intention to redeem artworks for money that would buy food for the starving in Russia. 
 
In the Berlin art world, on the other hand, it was expected to support and vindicate the expectations of 
world revolution of the left-wing artists and progressives – an expectation reflecting their vulnerability 
and need of a strong affirmative body of artworks. The little that was known of the new Russian art in 
Germany had already amounted to legends: Tatlin’s Tower had generated ideas about a radically new 
synthesis of modern engineering and art. There was great expectation of a formidable new spirit, 
technique, and formal culture identifiable with Communism as a new collective culture of the future. 
 
I would like to outline the history of the origins of the First Russian Art Exhibition both on the Russian 
and the German side, the original intention to avoid any political contents and message of the event 
and keep it a purely charity-like undertaking reflected in the several introductory notes in the catalog, 
and its ambivalent reception due to the disappointingly small quantity of works of the Russian avant-
garde in it. While it was meant to serve a charitable purpose, it was inevitably a political demonstration, 
the Russians putting emphasis on mostly traditional art, the Germans focusing on the relatively few 




Eva Forgacs is adjunct Professor of Art History at Art Center College of Design in Pasadena. She had 
taught at the László Moholy-Nagy University and the Eötvös Loránd University, Dept. of Aesthetics in 
her native Budapest, was Visiting Professor at UCLA, and co-curator (with N. Perloff) of Monuments of 
the Future: Designs by El Lissitzky at the Getty Research Institute in 1998. She served as book review 
editor for Centropa, a New York-based scholarly journal focusing on Central European art. She was 
awarded an EURIAS fellowship at the Institut für die Wissenschaften vom Menschen in Vienna in 2012- 
2013. Her books include Hungarian Art. Confrontation and Revival in the Modern Movement (Los 
Angeles, 2017); The Bauhaus Idea and Bauhaus Politics (CEU Press 1995), the co-edited volume (with T. 
O. Benson) Between Worlds: A Sourcebook of Central European Avant-Gardes (The MIT Press, 2002), and 





Eötvös Lorànd University, Hungary 
 
The Occupation of Fiume by D’Annunzio and its response in the Hungarian culture 
 
This paper will focus on interviews with D’Annunzio during and after his occupation of Fiume, on 
people who had connections with Kochnitzky during the occupation as well as on earlier or later 
Hungarian works about D’Annunzio. An important source for the contacts between Fiume and 
Hungarian culture and politics during D'Annunzio's Free State is an interview by journalist Lajos Brajjer 
with D’Annunzio. As seen both in the interview and in Léon Kochnitzky’s memoirs La quinta stagione. I 
centauri di Fiume, D’Annunzio openly condemns the “white terror” in Hungary following the fall of the 
Hungarian Soviet Republic. Kochnitzky mentions two Hungarians in his memoirs: one is Nicola Sisa, to 
whom he refers as commissionary for health in Béla Kun's government, although his name does not 
seem to appear in that government list. The other person is Sándor Garvay, a poet. In his book, 
Kochnitzky mentions one of his co-workers in the Foreign Office, a young intellectual of Fiumean 
origin, Antonio Widmar, legionary of D’Annunzio, as “a young poet from Fiume”. Later on Widmar had 
an important role in the Italian-Hungarian cultural transmission: he was in charge of the press office at 
the Italian Embassy in Budapest, and translated various Hungarian works into Italian. Another 
intermediary between Hungarian and Italian culture, Ignác Balla translated many of D’Annunzio’s works 
into Hungarian and also conducted an interview with the poet. A biography of D’Annunzio was 
published by Tibor Tombor in 1943 contributing to his myth under the emblematic title The Poet of 
Blood and of Iron (A vér és vas költője), dedicating a separate chapter to his occupation of Fiume. 
 
 
Ilona Fried is Professor of Italian literature, Department of Italian Studies, Faculty of Arts, Eötvös Loránd 
University. She directed the Italian Department of the Teachers’ Training Faculty of ELTE for ten years. 
Her main research area is modern Italian literature, theatre and cultural studies. She published four 
monographies in Hungarian, two in Italian on cultural studies, literature and theatre studies connected 
to the cultural history of Fiume, to modern Italian culture, and on culture and theatre in Italy during 
Fascism. She has edited 12 volumes of proceedings of international meetings organized by her on 
Italian literature, theatre, cultural and historical studies. She is the editor in chief of the Italian review 
«Italogramma». She has published more than 260 articles, book chapters in volumes and journals of 
scientific importance. She was the President of the Dante Society of Budapest for more than twenty 
years. She is member of international societies, is on the editing board of Prove di «Drammaturgia», 
journal of contemporary theatre studies of the University of Bologna, of «Argos», journal of studies on 
Italo Svevo edited by the University of Trieste, and is on the editorial board of «Nuova Corvina», a 
journal dedicated to Italian studies and edited in Budapest. Ilona Fried teaches Italian literature, film 
and theatre studies. She was awarded of Cavaliere della Stella della Solidarietà Italiana, award of the 
Italian Head of State in 2004, and of Premio della Regione Siciliana for the doctoral theses on 





University of Tübingen, Germany 
 
Everday Crisis As Life? The Return of Madness to Everyday life by the literary Avant-Gardes as a 
Multidimensional Crisis Venture 
  
Both the historical and the subsequent avant-garde movements have passionately dealt with the 
insane, the pathological, the abnormal. In "madness" one saw the potential to counter the hated social 
norm with a rebellious and unpredictable figure. This antithesis was also intended to help turn the 
external attributions that the avant-gardes were a movement of madmen into a positive one.  
 
To this end, not only was an attempt made to depict the pathological (as for example in the well-
known Japanese film A Page of Madness from 1926), but it was also intended to reintegrate the 
unstable into everyday life. This was done, for example, by attempting to adapt the thoughts and 
language of the "madman" who has to find his way in a world that in his eyes seems paradoxically 
dominated by the truly insane (as in Georg Heym's The Madman of 1911).  
 
The return of the insane to everyday life, the exposure of everyday life as insane, and finally the 
valorisation of the pathological as vitalising and revolutionary: this was a challenging project for 
literature. It can be argued that it mastered the task through a multidimensional depiction of crisis: on 
the one hand, it depicted the crisis of non-integrative everyday life, on the other hand, it had to 
approach a crisis of form and language in order to give the abnormal a voice, and finally, the return of 
the pathological into society was accompanied by crisis scenarios.  
 
To illustrate this with literary examples will be the guiding line of this talk.  
 
 
Andrée Gerland studied German, History and Philosophy at the Eberhard Karls University/Tübingen. He 
is currently working as a research assistant at the Chair of Literary Cultural Studies in Tübingen. He is 
editor of the books Per Absurdum. The Absurd as a Life Plan and Model of Thought (2016) and 
Intercultural Education, Migration and Flight (2019). Furthermore, he published articles on Albert Camus, 
Heinrich von Kleist and Imre Kertész. His research focuses on competitive structures in poetry, cultural 
transfer theories, and the reappraisal of right-wing violence in literature. He has co-organised a 
number of conferences and workshops, most recently the symosium “Paradoxes of Progress. Global 





New Bulgarian University, Bulgaria 
 
End without a “new beginning”.  The neo-classicist / neo-realist trend before and during World War II 
and the end of the modernist moment in Bulgaria  
 
In the 1930s artistic issues changed in Bulgarian art. The short period of contacts with avant-garde 
milieus and the international exchange of ideas was over. The enthusiasm about the dynamic artistic 
intervention in all human activities from the 1920s was history. Due to a number of circumstances - 
global, European and local – those ideas and practices experienced an insurmountable value crisis. 
They gave way to the new evaluation of the work of art as an object per se, to painting, sculpture and 
graphic print in figurative, “neo-realist” or neo-classical trend, often by the same modernist artists from 
the 1920s.  
 
In 1931 the New Artists’ Society was founded. The artist and theoretician of the group, Kiril Tsonev put 
together as related phenomena: New Classicism, where he mentioned works by Picasso, Derain, 
Matisse, Leger and others, and New Realism, which, in his words, “seeks to infuse the purely plastic 
achievements of the last fifty years with an intense social content.”  
 
In the first half of the 1940s, during World War II, in a number of Bulgarian exhibitions in and outside 
the country (in the Venice Biennale in 1942, the travelling exhibition in Germany, etc.) artists from the 
modernist milieus of the 1920s manifested these conservative trends. This presentation will discuss the 
changes in the artistic attitudes of artists in Bulgaria, focusing on examples from the late 1930s and 
early 1940s.  
 
 
Irina Genova is a professor in art studies at the New Bulgarian University and at the Institute of Art 
Studies of the Bulgarian Academy of Sciences. Her publications discuss manifestations of modernisms 
in Bulgaria and in neighbouring countries, as well as contemporary artistic practices. Among her books 
are: Modernisms and Modernity - (Im)Possibility for Historicising (2004), Tempus fugit. On 
Contemporary Art and the Visual Image, and Modern Art in Bulgaria: First Histories and Present 
Narratives beyond the Paradigm of Modernity (2013). She held scholar grants of Paul Getty Foundation 
(1994, 1998), New Europe College, Bucharest (2004), National Institute of Art History in Paris (2005), 
Centre for Advanced Study, Sofia (2016-2017), Campus France – project, held in National Institute of Art 





Ghent University, Belgium 
 
Krise und Urteil. Dramen- und medienhistorische Überlegungen zur Produktivität der Krise in Bertolt 
Brechts Hörspiel Das Verhör des Lukullus  
 
Der hier skizzierte Vortrag befasst sich mit den Vorstellungen der Krise als Urteil - griechisch: ‚krinein‘ - 
und Entscheidung in Bertolt Brechts Hörspiel Das Verhör des Lukullus (1939). Nachgegangen wird der 
Frage, wie sich in diesem Stück auf unterschiedlichen Ebenen destruktive und produktive Potenziale 
einer Krise in einer liminalen oder Übergangssituation ausprägen. Das Hörspiel, das Brecht im Exil auf 
Lidingö (Schweden) konzipiert hat, stellt eine antik anmutende Hadesfahrt eines Römischen Feldherren, 
Lukullus, dar. Der antiken religiösen Tradition gemäß, muss sich der Feldherr beim Eintritt in die 
Unterwelt für seinen Lebenslauf vor einem Gericht verantworten. Das Verhör findet in dieser liminalen 
Situation statt. 
  
Wie ich erörtern möchte, betreffen die Destruktivität und Produktivität der Krise ebenso die Person und 
gesellschaftliche Position des Toten wie die Medialität und Historizität des Stücks. Auf textueller Ebene 
löscht der Eintritt ins Totenreich alle persönlichen und gesellschaftlichen Qualifikationen des 
Verstorbenen, sodass angeblich Raum für Jurisprudenz geschaffen wird. Die Implikationen für das Urteil 
erscheinen jedoch nicht unproblematisch, sogar krisenhaft. Auf medialer Ebene eröffnet das Stück die 
Frage nach der Funktion des Mediums: Zu seiner Verteidigung lässt Lukullus einen Fries, auf dem von 
ihm Überwundene abgebildet sind, herbeitragen. Das Mittel seiner Verteidigung und seines eigenen 
Lobgesangs offenbart sich aber als sein Gegenteil: Das Medium spricht ja vor allem für sich selbst, aber 
hört damit nicht auf, Medium der Entscheidung zu sein. 
 
Diese Schlussfolgerung wird mich in diesem Vortrag zur Frage nach der Funktion und dem produktiven 
bzw. destruktiven Potenzial der neuen Medien, Hörspiel und Rundfunk, führen, auf deren Grundlage 
sich Brechts Verhältnis zu klassischen Dramentheorien und zu neuen Medien (der Kriegspropaganda 
und) der Zwischenkriegszeit diskutieren lässt. 
 
 
Zoë Ghyselinck. Als FWO-Aspirantin im Institut für deutsche Literatur promovierte die Altphilologin Zoë 
Ghyselinck 2013 über die Rezeption der antiken Tragödie und des Begriffs des Tragischen in der 
deutschen Neuklassik. Ihr Buch Form und Formauflösung der Tragödie. Die Poetik des Tragischen und 
der Tragödie als religiöses Erneuerungsmuster in den Schriften Paul Ernsts (1866-1933) wurde 2015 von 
De Gruyter veröffentlicht. Nach einem Forschungsaufenthalt als Postdoctoral Fellow des Anchoring 
Innovation-Programms von OIKOS (National Research School in Classical Studies) an der Radboud 
Universität, Nijmegen, arbeitet sie seit 2016 als junior Postdoctoral Fellow (FWO) an der Universität 
Gent über die Vorstellung der kreativen Masse im deutschen Expressionistischen Drama und im 
französischen Theater der Zwischenkriegszeit. Im Moment bereitet sie ein neues Forschungsprojekt zu 
Totengesprächen und Medien vor und organisiert eine internationale Tagung über dieses Thema in 





Université d’État de Moscou, Russia 
 
« Rimbaud mexicain » 
 
La notion de crise fait l’objet d’une réflexion constante dans l’œuvre d’Octavio Paz (1914–1998), le 
grand poète et philosophe mexicain. La théorie de la modernité, développée par Paz dans Les enfants 
du limon : Du romantisme à l’avant-garde (1974) et dans de nombreux essais sur les poètes 
contemporains, se fonde sur l’idée de la tradition de la rupture qui met en lumière les rapports entre les 
crises subies ou provoquées par « les poètes maudits » et par les avant-gardistes. C’est dans cette 
perspective qu’on se propose d’aborder le livre Aigle ou soleil ? (1951) que Paz a créé vers la fin de son 
premier séjour parisien (1945–1951). Qualifié par l’auteur comme son œuvre le plus surréaliste, la 
gestation latente d’Aigle ou soleil ? remonte à l’époque où Paz avait découvert les textes d’Arthur 
Rimbaud, le grand précurseur. Dans les essais des années 1930, Paz donne à la crise subie par Rimbaud 
pendant l’été de 1873 (Une saison en enfer) une valeur universelle, en le considérant comme le poète 
archétypique. On peut dire que c’est cette même crise qu’il met en scène dans la première partie du 
livre, Travaux du poète, qui provoque le dérèglement de tous les sens et les illuminations consécutives 
dans les petits poèmes en prose de la partie finale, Aigle ou soleil ?. Dans les dernières pages du livre, 
Paz arrive à formuler une série de préceptes–prophéties adressées au poète futur dans l’esprit des 
célèbres lettres du voyant (Hymne futur, Vers le poème (Points de départ)). C’est ainsi qu’il refait le trajet 
poétique de Rimbaud dans le sens inverse et se montre prêt à accepter l’éthique et l’esthétique du 
surréalisme. En surmontant la solitude du poète–Prométhée, Paz aspire à la communion qui rend 
l’expérience poétique à la portée de tous, comme dirait André Breton. 
 
 
Anastasia Gladoshchuk, née en 1993, est docteure ès Lettres de l’Université d’État de Moscou, où elle a 
fait ses études depuis 2010. Sa thèse de maîtrise (2015) portait sur Julio Cortázar et le « nouveau roman 
» français, tandis que sa thèse de doctorat (2018) avait pour sujet La réception de la culture française 
comme facteur de la formation esthétique d’Octavio Paz. Ses nombreuses publications se consacrent 
aux problèmes de la réception mutuelle des cultures hispaniques et francophones au cours de la 
première moitié du XX siècle. En tant que membre du comité de rédaction de la revue Littérature 
étrangère, elle se dédie professionnellement à la traduction du français et de l’espagnol en russe. Elle a 
notamment traduit des textes en prose d’Octavio Paz, André Breton, Philippe Soupault, Antonin 





Université Libre de Bruxelles, Belgium 
 
Not funny anymore. The impact of WWII on surrealism. 
 
This paper will study the impact WWII had on surrealism on two levels: the immediate reaction to the 
circumstances and the long-lasting consequences. The first question raised about this period of the 
history of surrealism is this: why hasn’t it been studied more? Compared to the attention received by 
surrealism in exile, the activities of surrealists in occupied Belgium and France are largely unknown. The 
way this omission has shaped the history of surrealism is highly significant. It also reveals how difficult it 
is to reconcile a history of the avant-garde with a historical time of acute crisis. Indeed, can an avant-
garde movement exist when freedom of expression has disappeared? 
 
By evoking little-known works, we will examine the various ways in which surrealists responded 
concretely to this suppression of freedom of expression. In particular, we will favour an individualized 
approach that departs from a black-and-white vision that has sometimes prevailed in the evaluation of 
cultural production during the Occupation. 
 
This examination reveals how WWII compelled a total reshaping of surrealism. We will argue that the 
way this reshaping was addressed – or ignored – by different actors is the key to understanding the 
postwar history of the movement. The impact of the war will be examined among other elements 




Marie Godet is a curator and researcher who holds a PhD in art history from ULB. She was a research 
assistant for modern and contemporary art history at ULB before being a teaching assistant for the 
Bernheim Chair dedicated to Magritte between 2016 and 2018. She has worked on several exhibitions 
about Cobra and Christian Dotremont that were held in Finland, Denmark and the US. Her thesis, Le 
Poids du réel. Les surréalistes bruxellois et l’objet dans les années 1940, was notably awarded the Prix 
Jacqueline Nonkels by the King Baudouin Foundation, which offered her to turn it into an exhibition. 
Dotremont and the Surrealists: A Young Man in Wartime (1940-1948) was presented from 26 November 





York University, Canada 
 
“Culture” (in) Crisis: Michel Leiris, Surrealist Poet, Ethnographer and Zelig of the Interwar Avant-Garde 
 
The idea of culture produces the following conditional, but unavoidable, observation: if things are 
different "over the Pyrenees" – as Descartes had noticed -- then things could be different right here. 
Knowledge is cultural, and what is cultural is contingent. Among the first effects of the "culture" 
concept, as it emerged over the course of a few Enlightened centuries, was the recognition that no 
matter how various thinkers may try to “solve” the relativity problem or reinforce destabilized mores, 
culture would now always be subject to suspicion, interpretation, and threats of revolution. The next 
effects were the various reactions to that awkward situation.  
 
And so, the “culture” crisis touched off by Descartes' peering over the mountain ridge remains a 
discomfiting signal even within today's radio-sphere. However, this crisis of consciousness reached its 
peak of explicit discourse in interwar Europe, as we see when we consider, for example, the near-
simultaneous emergence during this period of Dadaist social nihilism, of avant-garde Primitivism, and 
of disciplinary Anthropology. By the interwar period, culture had come to be widely seen as a layer of 
historically produced and presently arbitrary conditions. Where then, one may wonder, did that leave 
the individual? How did the mainstreaming of a sociological imagination impinge on individuals’ sense 
of self within the Social?  
 
To address this question, I will analyze the life and life writings of Michel Leiris, surrealist poet, 
memoirist, and anthropologist. Leiris' fascination with culture and cultures, which he expressed via his 
romantic primitivism, his auto-ethnographic impulses, and his consistent search for something he 
called "the Sacred," all attest to the complexity and contradiction inherent in his sought-out encounters 
with "culture.” This analysis of Leiris and his context will show the profound ways in which culture – that 
is, culture as an idea - produced an existential, affective, and cultural crisis.  
 
 
Daveeda Goldberg is a PhD Candidate at York University’s Department of Humanities. Her dissertation 
project, which explores the cultural production of ethics and emotion in interwar Europe, is entitled: 
“Underground Men in Dark Times: The In/Authenticity Complex in Late Modern Europe.” In addition, 





Université Libre de Bruxelles, Belgium 
 
Thinking Maurice Béjart as a choreographer-activist? Choreographing crisis after World War 2   
 
In this presentation, I will explore how Maurice Béjart (1927-2007) can be considered a political 
choreographer. During his life and career, Béjart faced not only multiple internal crises (such as 
personal or religious ones), but also various external crises (such as World War 2 or the riots of 1968). 
While Béjart never had any official links to political parties, he signed a large number of petitions, 
participated in many demonstrations, and was often recognized by left-wing associations as a 
supportive personality. Despite these commitments, however, Béjart, never really called himself a 
political activist. 
 
To shed light on Béjart as a political choreographer, I will discuss how he shaped crisis into 
choreography and how he wanted to embody crisis. More specifically, I will look into dance pieces such 
as Symphonie pour un homme seul (1955), which uses avant-garde electronic music; Sonate à trois 
(1957), in which Béjart explored metaphysical anxiety; and IXth Symphony, which he called “a hymn to 
humanity and an appeal against racism.”After a brief discussion of the choreographic technics Béjart 
used, I will consider to what extent Béjart’s path, moments and work turn him into a choreographer as 
activist, raising the question as to how his legacy should be addressed against the background of 
current postcolonial critiques. 
 
 
Stéphanie Gonçalves is a historian and postdoctoral researcher at the Belgian National Fund for 
Scientific Research at the Université Libre de Bruxelles, Brussels. She is the author of Danser pendant la 
guerre froide 1945-1968 (Presses Universitaires de Rennes, 2018), which was based on her PhD research. 
She is a specialist on the relationship between dance and politics in the twentieth century and is 
particularly interested in the transnational circulations of dancers, especially Soviet dancers. Her current 
research project is entitled “Rethinking the Béjart Phenomenon: Socio-Cultural Perspectives on a 
Multifaceted Choreographer.” Her work has been published in journals as Cold War History, Dance 
Chronicle, and Relations Internationales. She also serves as the Secretary of the French Association des 





University of California, USA 
 
Impoverished Languages: On Deprivation and Crisis in French & Spanish Modernities 
 
In conjunction with the democratization of culture, cultural production in Europe in the 19th century 
was prominently related to social phenomena. It’s not by coincidence that the 19th century was also the 
pivotal century of the economic and social progress and the reorganization of class distinctions, 
wherein the transition from the fading traditional world to the developed world took place (Spandri). 
 
In what follows, I will discuss the implications that this reappearance and reinstatement of poverty as a 
literary theme poses for literary culture. The authors we are going to deal with in the first part of this 
talk will offer various perspectives on how modern tradition learns to negotiate with poverty and 
impoverishment, including other presences and voices in the new textual fabric they are creating. I will 
show in what sense literature will intercede in the “division of the sensible” (Ranicère); namely how 
literature participates in the delimitation of space and time, in what is sayable, visible and what remains 
opaque. 
 
Drawing on readings of Charles Baudelaire and Benito Pérez Galdós, I will argue that the figuration of 
the poor, rather than being a minor subject, is going to become critical in the production and 
circulation of cultural products. With “Impoverished languages” I’m not just referring to the emergence 
of the poverty as an iterated topic, but also the manner in which this subject generated a disruptive 
effect that significantly altered the use of literary language, orienting it towards a subversive use that 
can be linked to social and political dissidence. In the second part of the talk, I’ll explore some of the 
outcomes precipitated by this emergence of poverty as literary theme. I’ll allude to the “Deprivation 
and Crisis” that I also mentioned in the title, and which both correlate with the language of the avant-
garde and the experimental visual regimes that in the late 1960s challenged the parameters and codes 
of filmic language. Poverty, then, will name socioeconomic destitution but, at the same time, it will also 
be a symptom that refers to a certain abandonment of a cultural tradition and the inception of a new 
one. The modern tradition, which consists of breaks and ruptures, is a tradition, as Octavio Paz wrote, 
that has turned against itself, and this paradox bespeaks the fate of aesthetic modernity, which is 
contradictory in itself; it both affirms and denies art, simultaneously proclaiming its life and death, its 
rise and fall. 
 
 
Eloi Grasset is an Assistant Professor of Iberian cultures in the Spanish and Portuguese department of 
the University of California, Santa Barbara. He holds a PhD from Sorbonne University (France). 
Previously, he has taught at the Sorbonne University, the University of Barcelona (Spain) and Harvard 
University (US). His research is focused on contemporary cultural history and especially related to 
literature and cinema. His articles have appeared in different specialized publications. From his latest 
publications, can be highlighted the co-edited volume “Reimagining Don Quijote. Cinema, mind and 





Berlin-Brandenburgischen Akademie der Wissenschaften, Germany 
 
Marx, Meason, Zola: Die „Chronique Scandaleuse“ der Krise Finanzkrisen und ihre literarischen Kritiker  
 
Seit Ende des 18. Jahrhunderts wird die moderne Gesellschaft regelmäßig von Wirtschaftskrisen 
heimgesucht, von denen die Londoner Finanzkrise von 1866 eine der heftigsten war. In dem Vortrag 
soll ausgehend von der literarischen Verarbeitung der Krise durch Malcolm Ronald Laing Meason das 
Verhältnis von Literatur, Ökonomie und Kritik diskutiert werden.  
 
Meason verfasste rund um das Krisengeschehen mit The Bubbles of Finance (1865) –zuerst als Serie in 
Charles Dickens’ literarischer Zeitschrift „All the Year Round“ erschienen – und The Profits of Panics 
(1866) zwei satirische Erzählungen. Meason lässt hier fiktive Charaktere Banken gründen, Eisenbahnen 
bauen, an der Börse spekulieren und stellt dabei die Geschäftspraxis auf den britischen Finanzmärkten 
eindrücklich dar. Er will dadurch vor allem enthüllen, dass das Geld „aus dem Nichts“ entsteht und 
Händler, Bauunternehmer und Bankkaufleute ihre Geschäfte „ohne eigenes Kapital“ und auf Basis einer 
fiktiven Kreditliquidität führen, die sie durch gezieltes Fälschen von Prospekten und Bilanzen, das 
Verbreiten von Gerüchten und Falschmeldungen, Scheck- und Wechselbetrug, fingierte Geschäfte und 
Leerverkäufe steuern. Die Finanzkrisen sind für Meason die Folge dieses Kreditmissbrauchs. Seine 
Beschreibung der Börse erinnert an Émile Zolas L’argent (1890/91), wo ebenfalls durch das manipulative 
Gebaren Einzelner ganze Banken zu Fall gebracht und Finanzkrisen ausgelöst werden.  
 
Measons Erzählungen wurden nicht nur von Dickens, sondern auch von Karl Marx aufmerksam gelesen. 
Marx hatte selbst beabsichtigt, sich literarischer Stilmittel zu bedienen und den Verlauf der Krise von 
1857 in Form einer „Chronique Scandaleuse“ darzustellen. Für sein Anliegen war Measons Satire über 
das Treiben in der Londoner City eine hilfreiche Quelle, weil die Finanztechniken dort detaillierter als in 
der Wirtschaftspresse beschrieben wurden. Worin bestehen die Potentiale der Literatur bei der 
Erfassung von Krisen? Wie und warum wollte Marx Elemente einer literarischen Darstellung in seiner 
Krisenchronik verwenden? Was sind die Spezifika der literarischen Finanzmarktkritik von Meason und 
Zola? Und worin liegen ihre Grenzen?  
 
 
Timm Graßmann, geb. 1984, M.A. Sozialwissenschaften (Humboldt-Universität zu Berlin). Seit 2014 
wissenschaftlicher Mitarbeiter an der Berlin-Brandenburgischen Akademie der Wissenschaften am 
Akademienvorhaben Marx-Engels-Gesamtausgabe. Seine Promotionsschrift zum Thema „Marx, die 




Grego March, Claudia 
University of California, Santa Barbara, USA 
 
Transatlantic art solidarity in times of political crisis: the Spanish avant-garde and the Museo de la 
Solidaridad Salvador Allende during the 1970s.  
 
At the end of the Francoist dictatorship (1939-1975), the Spanish political left was in crisis. By the late 
1960s and early 1970s, the regime’s loosening of the censorship constrictions opened up new 
possibilities for destabilizing the regime. Still clandestine, the emergence of anti-Francoist formations 
that did not respond to the hegemonic role of the Spanish Communist Party, contributed to a 
fragmentation of the left that also impacted the cultural sphere. As for the artistic scene, one of the 
consequences of this crisis was the proliferation of perspectives regarding the political definition of art. 
The effect of art upon politics and society became an element susceptible to discussion, rather than an 
assumed quality of the avant-garde.  
 
As I will show in this paper, one of the ways in which leftist artists and critics responded to this political 
and artistic crisis was through their open endorsement to foreign revolutionary movements. My 
presentation will develop this argument by presenting a particular case: the support towards the 
Chilean socialist government of Salvador Allende during the 1970s. This transatlantic cooperation was 
articulated around the participation of a heterogeneous group of avant-garde artists and critics in the 
creation of the Museo de la Solidaridad Salvador Allende, as well as in the museum’s survival after 
Pinochet’s coup. This group was shaped around the figure of the Spanish art critic José María Moreno 
Galván, and included artists as different as Joan Miró, Equipo Crónica or Manolo Millares. Through the 
analysis of the main Spanish contributions to the project and the artworks created as a result of the 
event, I will show how the involvement in the Chilean initiative provided the Spaniards with a strategic 
way of assuring the dissident and revolutionary implications of art. The look towards foreign political 
projects became, thus, a way to outflank the constrictions imposed by the dictatorship, and to maintain 




Claudia Grego March is a Ph.D. candidate in the History of Art & Architecture Department at the 
University of California, Santa Barbara, where she specializes in twentieth century Latin American and 
European art. Her research examines the political and artistic networks established between Spain and 
Latin America during the Francoist dictatorship.  She graduated with honors with a B.A. in Literary 
Studies in the University of Barcelona, where she also started her studies in Art History. She was 
selected as a member of the International Selection Program at the Ecole Normale Supérieure of Paris, 
where she obtained an M1 in Theory of Literature, and worked under the direction of Béatrice Joyeux-
Prunel. During her stay at the ENS, she also received a Master's degree in Art History from the 
Université Paris 1 Panthéon-Sorbonne. Claudia’s research interests include topics such as art geopolitics 





Goethe-Universität Frankfurt am Main, Germany 
 
VVV and the Second World War. Surrealist Strategies of Resisting Totalitarianism  
 
During World War II, the French surrealists André Breton, Marcel Duchamp and Max Ernst, exiled in 
New York, publish the little magazine VVV with four numbers appearing between 1942 and 1944. In his 
various essays – among them the Prolegomena to a Third Manifesto of Surrealism or Not (VVV no. 1, 
1942) – Breton reflects on the crisis of World War II and Surrealism’s responsibility to resist the 
totalitarian forces spreading in the world. As stated in the periodical’s declaration, the triple V also 
represents this endeavour, as it designates a triple Victory over the forces that enslave mankind in 
order “to return to a more habitable and conceivable world”.  
 
My contribution will consider VVV’s cross-cultural positioning to show how the periodical’s 
contributions create a space of surrealist resistance against hegemony. This is above all displayed in its 
multilingualism. The journal includes texts in French, English and Spanish and engages at the same time 
in a confusing play with the correlation of language and nation. Thus, Leonora Carrington’s “Down 
Below” that recounts her stay in a psychiatric hospital in Spain (VVV 4, 1944), is marked as an oral 
account in French which was translated into English by the Peruvian author Victor Llona. Furthermore, 
the Peruvian section in VVV (no. 2-3, 1943) is characterized by a performative cross languaging, as it 
includes texts in English, French and Spanish. These fortuitous language choices show the periodical’s 
strategy to counteract totalitarianism by refusing any cultural or geographic hegemony. At the same 
time, it reflects the displacement of Surrealism in exile and its endeavour to create a worldwide network 
of resistance.  
 
 
Andrea Gremels is research associate and lecturer at the Department of Romance Languages and 
Literatures at Johann Wolfgang Goethe-Universität in Frankfurt, Germany. Her main research interests 
are Latin American and French literatures and cultures of the 20th century, transcultural studies, 
transmedial approaches and global Surrealism. Her current research project focuses on the 
transnational connections of Surrealism between Africa, Europe, Latin America and the Caribbean. She 
has received travel grants to pursue her research in Mexico City and Havana, as well as an Alexander 
von Humboldt-Fellowship at the École des Hautes Études en Sciences Sociales (EHESS) in Paris. In May 
2019 she was elected to the Executive Board of the International Society for the Studies of Surrealism 





University of Modena and Reggio Emilia, Italy 
 
The Winged Victory: between Romanitas and Modernism  
 
Art and archaeology have always been powerful media for spreading ideas, intentions and concepts, as 
well as essential parts of the ideological propaganda of political arrangements. From this perspective, 
the first decades of the 20th century provide a very clear picture of what was changing in Italy - and 
Europe - and how, as the rising Fascist regime is able to combine slogans and symbols that have deep 
roots in national history. Therefore, ancient local cultures, like the Etruscan one, were taken as the 
direct proof of what was really “italic”, hence, native, and, therefore, right, genuine and valuable. 
Following this escalation, but with the awareness that a wider horizon was necessary to expand such 
ideas, Rome and its Empire became the model for the new establishment. 
 
From an archaeological point of view, this period is particularly interesting: extended excavations are 
the result of great urban projects, extraordinary exhibitions become the occasion to show parallels with 
ancient Rome and new forms of propaganda are implemented to explain what romanitas could mean. 
The paper shall offer a glimpse of this communication strategies and will focus on one of its icons, the 
symbolic figure known as the Winged Victory. The personification of a successful war in roman times, 
the Winged victory was often represented on coins, gems and monuments as a symbol of power, 
standing on a globe with a palm branch or writing on a shield. Now, at the dawn of the 20th Century, 
not only is it still used for the same propagandistic purposes, but she is also reinterpreted by fresh 
artistic trends, thanks to artists like Arturo Martini and Mario Sironi. Paintings, sculptures, magazines, 
medals and even stamps will show how this key figure has changed over time, how it has taken 
different forms while maintaining its original significance. 
 
 
Federica Grossi is an Italian archaeologist and researcher, with a PhD in Roman Archaeology focused 
on imperial iconography of women and female power attributes. After her studies at the University of 
Milan and at the Catholic University of the Sacred Heart, she is currently working in many 
archaeological excavations. Her main fields of interest are roman material culture - in particular metals 





Universitätsbibliothek Bergen, Norway 
 
Krise der Sprache, Sprache der Krise? Konrad Bayers Romanfragment «der sechste sinn»  
 
Das literarische Werk des österreichischen Schriftstellers Konrad Bayer (1932-1964) ist bis heute 
vorwiegend im Kontext der «Wiener Gruppe» und der so genannten «österreichischen 
Nachkriegsavantgarde» rezipiert worden. Diese ist in der Forschung auch als Reaktion auf eine Krise 
der Ausdrucks- und Darstellungsmöglichkeiten der Sprache interpretiert worden. Dazu haben nicht 
zuletzt die Autoren selbst beigetragen, die in ihren Werken immer wieder Referenzen zur 
sprachkritischen Philosophie hervorhoben – im Falle Konrad Bayers etwa Max Stirner, Fritz Mauthner 
und vor allem Ludwig Wittgenstein, was sich noch im Titel von Bayers einzigem zu Lebzeiten 
veröffentlichten Buch “der stein der weisen” (1963) niederschlägt. Im geplanten Beitrag sollen 
demgegenüber literarische Verfahren Bayers diskutiert werden, die in einem grundsätzlichen 
Sprachzweifel zwar ihren Ausgang nehmen, diesen aber nicht lediglich benennen oder demonstrieren, 
sondern zugleich zu überwinden oder zu konterkarieren versuchen. “verständigung ist nicht möglich”, 
notierte Bayer zu seinem Theaterstück “die boxer”: Wie lässt sich vor diesem Hintergrund schreiben? 
Anhand von Bayers posthum veröffentlichtem experimentellen Romanfragment “der sechste sinn” 
sollen literarische Strategien zur Überwindung sprachlicher Krisenerfahrung diskutiert werden. 
 
 
Michael Grote, 1966 geboren in Hannover, Studium der Fächer Deutsch und Geschichte an der 
Universität Bielefeld, Promotion zum Dr. philos. mit der Arbeit “Exerzitien. Experimente. Zur Akustischen 
Literatur von Carlfriedrich Claus” (2009). 2002-2014 Institut für Fremdsprachen an der Universität in 
Bergen, seit 2014 wissenschaftlicher Bibliothekar an der Universitätsbibliothek in Bergen (Norwegen). 
Mitglied der Jury des Karl-Sczuka-Preises. Forschungsschwerpunkte: Experimentelle Literatur des 20. 
Jahrhunderts, Geschichte und Theorie autobiographischer Schreibweisen in der Moderne, 
Medienästhetik. Publikationen zur experimentellen Literatur u.a. von Carlfriedrich Claus, Konrad Bayer, 




Gül Durukan, Nesli 
Independent researcher, curator, art writer, Turkey 
 
Archiving Practices of Artists in Contemporary Art: Reactivating the Archive Within or Outside the Art 
Institutions 
 
Practices related to the archive in contemporary European art have become prevalent in the last 
decade. The concept of the archive in contemporary art had already undergone radical and 
experimental changes after the 1960s and 70s in the work of artists such as Hans Haacke, Goshka 
Macuga and Ilya Kabakov. More recently, curators, institutions, audiences, memory, and the internet 
have also affected archival trends and today bring out a new network of relationships. 
 
The production possibilities for archiving practices seem endless and open-ended to artists 
contemporary. Artists such as Walid Raad who established the Atlas Group (1989-2004) project and 
Akram Zaatari who archived the photographic history of the Arab World commonly use documents 
(images, texts, objects) as a part of the artwork for many different reasons. The relationship between 
contemporary art and the archive presents archival material related to artworks or other cultures and 
differentiates from other disciplines which utilize documents such as human rights. The archive in 
contemporary art has no critical function to judge the perpetrators of human rights abuses in post-
conflict governments. However, it can create an open space for discussion to re-evaluate critical issues 




S. Nesli Gül Durukan (PhD) is an independent researcher, curator, and art writer who focuses on archive 
and interactivity in contemporary art and art institutions, socially engaged art practices, art in public 
space, and contemporary museology. She completed her doctoral dissertation on “Evaluation of the 
Use of Archive and Memory in Exhibition Practices of Contemporary Art Institutions in Turkey” in Art 
and Design at Yıldız Technical University (2019) and was a visiting scholar for her PhD research in the 
Art History at the University of Amsterdam (2017-2018) funded by The Scientific and Technological 
Research Council of Turkey. After graduating with a BA in Art Management at YTU (2009) with the 1st 
class honor, she continued her master thesis on “Interactive Spaces in Art Museums” in Museum 
Studies (2014) at the same university. She worked as a research/teaching assistant in Arts Management 
(B.A.) and Museum Studies (M.A.) at YTU (2012-2019), as a project assistant at SALT Online (2010-2011). 
During her undergraduate education period, she worked as a curator’s and editor’s assistant at the 
Istanbul Museum of Modern Art, BM Suma Contemporary Art Center and RH+ Art Magazine. She 
completed several art-based research projects and curated exhibitions such as “Istanbul-Blue”, “Point 
Counter Point”, “Fictional Narratives”, and “Hidden Screenplays” in Turkey, The Netherlands and Iran as 
well as having various articles and papers on art museums, exhibition practices, contemporary and 
public art in academic conferences and journal publications since 2005. She is a member of ICOM, AAH 





WWU Münster, Germany 
 
“Purgatory of the Senses”: Rudolf Schwarzkogler‘s Aesthetic Panorama  
 
Rudolf Schwarzkogler (1940-1969) was a part of the Viennese Actionism, an avant-garde movement in 
Austria that was active in the 1960s and 1970s. Their taboo-breaking performance art was in part a 
response to a crisis of collective memory, i.e. the states’ attempted erasure of the nations’ actions and 
complicity during the Second World War. This paper will address how Schwarzkogler’s adaptation of 
alternative knowledge impacted his experimental aesthetics and concept of art. The artist sought to 
create an immersive, holistic experience of art, utilizing a spectrum of the senses. This experience was 
intended as transformative for the spectator, serving a curative function. A large part of the knowledge 
reproduced and reconfigured in Schwarzkogler‘s works originates in esoteric and eastern tracts, which 
increasingly shaped his artistic practice and his personal lifestyle. Positioned as counter-knowledge, 
aiming to subvert the power structures and cultural norms of the Austrian state and society. While the 
works show a distrust of language and institutional knowledge, esoteric forms of knowledge at times 
do intersect with scientific discourses (biology, medicine). I will predominantly focus on Schwarzkogler‘s 
writings, with a special attention on his manifesto Das Ästhetische Panorama (1967/68), and his 
conceptualization of art, i.e. the aesthetic panorama. The text(s) will be analysed in the light of his 
notions on the body and reality, and how they shape his idea of art. These are key concepts in 
actionism, however in Schwarzkogler’s writings they acquire another dimension informed by his interest 
in eastern spirituality and esotericism. By unveiling the underlying esoteric worldview, a new reading of 
Schwarzkogler‘s aesthetic panorama, or his Gesamtkunstwerk, is made possible.  
 
 
Sólveig Guðmundsdóttir is a PhD candidate at the Graduate School ‘Practices of Literature’ at the 
University of Münster. Her thesis investigates esotericism in the works of the Viennese Actionists, 
concentrating on the intricate discursive links between esotericism and other discourses that permeate 
their art, such as gender, psychoanalysis, pornography and fascism. The analysis focuses on the role of 
these discourses within the aesthetic project and cultural dissidence of actionism as well as stationing 





Aalto University, Finland 
 
Global climate crisis and transsituational art practices – posthumanism and postrepresentation in 
Noora Sandgren’s and Tatu Gustagsson’s oeuvre 
 
The global climate crisis is undeniably the most urgent and powerful crisis of today. Oftentimes 
catastrophic and uncontrollable forces of nature call for radically new ways of being and acting in every 
field of the society, artistic practices included. In contemporary art, most common tactics to respond to 
the climate crisis is to draw people’s attention to it by creating representations. By representing the 
causes and effects of the climate crisis, art criticises the historical utopias of the 20th century’s 
industrialism and capitalism – as well as the historical era of avant-garde and modernism. However, 
these representations are grounded on naturalized dualisms and binaries. They very seldom create 
alternatives, new utopias in the midst of the crisis. 
 
In my presentation I claim, that the climate crisis urges us to radically rethink the notion of art and how 
art is created and perceived. Climate crisis needs to be understood as an active agency in the art world; 
a force that we no longer are able to control, nor are we able to foresee its effects. How art could be 
rediscovered differently in relation to the climate crisis? 
 
The artworks of two very different artistis, Noora Sandgren and Tatu Gustafsson could give some 
tentative answers. Noora Sandgren’s radical and posthuman ethos is to create photographs together 
with the living organisms, microbes and bacterias of the composts. Tatu Gustafsson, on the other hand, 
brings forth the neomaterialism, the transsituational power of things and objects, which actively reject 
the notions of ownership, authorship -- and maybe even the notion of art as we know it. 
 
 
Riikka Haapalainen is an art historian, researcher and museum educator based in Helsinki, Finland. She  
works as a University lecturer at the Department of Art, Aalto University. Previously, she has worked as 
the head of education at the Museum of Contemporary Art Kiasma, researcher at the Finnish National 
Gallery and free-lance art critic. She holds PhD in Art history and BEd in Adult education. Haapalainen’s 
doctoral research at the University of Helsinki focuses on the participatory forms of contemporary art 
and on the educational turn in contemporary art. Riikka Haapalainen has been lecturing among others 
at the University of the Arts, Helsinki, the University of Helsinki and the Open University of Helsinki. She 






Black Mirror Research Network 
 
Ithell Colquhoun’s Very Modern Anti-Modernism 
 
Surrealist artist and occultist Ithell Colquhoun generally despised modernity. It was loud, dirty and 
unnatural. Colquhoun’s art and writings frequently contained commentary on and occult solutions to 
the crises of her day, including the devastation of World War Two, gender inequality, or the loss of 
pristine landscapes. Colquhoun’s occult response to crisis was simultaneously radical and deeply 
conservative, located in an esoteric antimodernism. Antimodernism rejects the rhetoric of progress, yet 
it is a philosophical orientation that itself is born out of modernity and can more correctly be thought 
of as “alternatively modern.” Antimodernists promote utopian futures based on values associated with 
an idealised past, rejecting technology and industry and embracing a romanticised relationship with 
“nature.” Although Colquhoun was a Traditionalist who joined many occult orders broadly dedicated to 
the preservation of a universal mystery tradition, upheld by a spiritual elite, her own social platform was 
progressive and ahead of its time.   
 
While the occult has a reputation as a regressive social force, occultists have always engaged with 
discourses of progress, science and modernity. It is in this space of paradox that Colquhoun’s complex 
and radical artistic responses are generated. Central to Colquhoun’s world view was the restoration of a 
golden age, where advanced humans possessed spiritual technologies that would harness the energies 
inherent in the earth and communicate with other dimensions. Through acknowledging the divine 
feminine, humanity had the potential to return to the prelapsarian state of genderless purity, where 
humans were in perpetual oneness with the Godhead. As a result, Colquhoun was a feminist 
advocating gender parity, and an environmentalist and conservationist in her beloved Cornwall, 
eschewing development, and fighting noise pollution as early as the 1950s. This paper explores how 
Colquhoun’s alternatively modern occultism forced radical and progressive positions, through her 
commitment to regaining an imagined, mythic past. 
 
 
Amy Hale is an Anthropologist and Folklorist (PhD Folklore, UCLA) specialising in modern Cornwall and 
contemporary esoteric history and folklore. Co-edited collections include New Directions in Celtic 
Studies, and The Journal of the Academic Study of Magic 5. She is the editor of the forthcoming Essays 
on Women in Western Esotericism: Beyond the Seeresses and Sea Priestesses (Palgrave Macmillan) and 
her biography of surrealist and occultist Ithell Colquhoun will be published by Strange Attractor Press 





Ionian University, Greece 
 
Modernism in Transition and Crisis: The Example of Interwar Greece 
 
This paper will examine translations of modernism on the margins of Europe, and more specifically in 
Greece in the 1930s, in relation to political and cultural crisis. Greek modernism arose against the 
backdrop of a most ambitious top-bottom bourgeois modernisation project which reached a peak in 
the middle of the interwar period (1928-1932) and was shaped by a national discourse focussing on 
cultural identity. It is within this conjunction that the pursuit of modern visual idioms was interwoven 
with the quest of “Greekness” by many artists of bourgeois origins and European backgrounds. Their 
artistic idioms were shaped, in broad terms, by the interwar tendencies of the École de Paris, in which 
Cubism was the strongest influence. The restoration of monarchy in 1935 and the imposition of a 
dictatorship in 1936 ended the transitional period of a “stillborn republic” and, ultimately, a “stillborn 
modernism”, given the gradual turn of several modern artists to realism and interwar classicism after 
1936. 
 
Despite the fact that Greek modernism shares common characteristics with the manifestations of 
modern art in other countries of Eastern and Central Europe, it is a “belated” modernism even in 
respect to these countries. This fact could be examined in relation to the rhetoric of a culture in 
transition developed by several influential intellectuals and art critics of the time, who suggested that, 
for example, the fusion of cubist idioms with “archetypical forms” derived by Greek traditional art, 
signalled progress towards a new cultural cycle. The transitional state of the political modernisation 
project and of Greek visual arts and culture as well, should perhaps be examined as the effect of crisis 
on the temporality of Greek modernism in the geographical context of European art. 
 
 
Elena Hamalidi teaches History of Art at the Audio-Visual Department of the Ionian University as an 
Assistant Professor. She is a graduate of the Department of History, Archaeology and History of Art at 
the University of Athens (BA, PhD) and of the Kunsthistorisches Institut, University of Cologne (MA). Her 
thesis focused on the Reception of Modernism in Greek Art and Literary Magazines (1930-40). She has 
published on Greek art, especially on the reception of modernism and of the avant-garde during the 
1930s and the 1960 and 1970s, and on the representation of gender in Greek women’s art. Recently she 
has contributed along with Stamatina Dimakopoulou, (“Towards a geopolitics of reception: responses 
to US art and culture in Greece (1945-1989)”) to Hot Art, Cold War – Southern and Eastern European 
Writing on American Art 1945-1990. Eds. Iain Boyd Whyte, Claudia Hopkins. Routledge. (to be published 
May 2020). She is a member of the European Network for Avant-garde and Modernism Studies (EAM) 





Academy of Arts, Architecture and Design Prague, Czech Republic 
 
Did Socialist Realism cause Modernism Crisis? On Politics, Propaganda and Architectural Debates in 
Czechoslovakia and the UK 
 
In the early 1930s socialist realism was invented in the circles around Stalin. Criticism of modernism 
played an immanent part. Soviets used such criticism for political aims in both the interwar and postwar 
periods. Whether agreeing or disagreeing with it, modernists themselves needed to assume positions 
in relation to this criticism, which was often carried through various propaganda channels. 
 
In 1948, VOKS, a cultural propaganda organisation of the Soviet Union, working in collaboration with its 
European branches known as the Soviet-friendship organisation, arranged a travelling exhibition on 
socialist realist architecture. In many countries it provoked, or intensified, debates on modernism’s 
correct path. The situation was made all the more sensitive by the fact that some modernist architects 
were members of the Soviet-friendship organisations and helped to organise the exhibition and its 
subsequent debates. Scrutinizing the VOKS exhibitions in the United Kingdom and Czechoslovakia, the 
objective of this paper is to discuss socialist realism as one of the denominators of modernism’s crisis in 
the post-war era. In doing so, it the political motives behind the crisis, especially the impending 
outbreak of the Cold War, and the ensuing debates led by modernist architects. 
 
In Czechoslovakia the exhibition opened shortly after the communist February coup of 1948. It was 
brought from the Soviet Union by a communist culture minister with the obvious intent of 
indoctrinating a new Soviet satellite in socialist realism. While modernist architects respected Soviet 
architecture, they nonetheless called for a national idiom of socialist realism, while still overlapping 
Soviet socialist realism and modernism. In the United Kingdom, under a pretext of a cultural exchange, 
the exhibition was expected politically to provoke debates and criticise capitalist modernism. The 
exhibits were criticised by  modernists for their eclectic style, but even so prompted debates, especially 
among leftist architects, that showed some overlapp between criticisms induced by socialist realism 
versus those ofreformed modernism, known in the UK as new empiricism. So despite an an otherwise 
successful political campaign to provoke crisis, modernism endured in amended fashion in both 
Eastern and Western Europe. 
 
 
Marcela Hanáčková is an art historian specialising in the interactions of modernism and socialist 
realism, the Central European avant-garde, architecture and politics. She currently works as a senior 
researcher at the Academy of Arts, Architecture and Design in Prague. Here, in the frames of the 
research project Architecture and Politics, she focuses on Soviet Cold War politics of disseminating 
socialist realism in Eastern and Western Europe and its reception by architects. She graduated from 
gta/ETH Zurich with a dissertation CIAM and the Cold War. Helena Syrkus between Modernism and 
Socialist Realism, 2019. Prior to that she worked as a teaching assistant and a researcher at several 
universities and research institutes (Faculty of Architecture in Prague, Catholic Theological University in 
Prague, Center for Central European architecture). She has presented conference papers and published 
texts on Central European avant-garde, post-war modernism as represented by CIAM, film and 
architecture. Her research has been awarded numerous grants and scholarships (INHA scholarship, 




University of Copenhagen, Denmark 
 
International Entanglements in a Time of Crisis and New Horizons: Museums and International 
Exhibitions, 1942-1968.  
 
The idea of the art museum went through radical changes in the period between 1945 and 1968, 
reaching a zenith in the years at the beginning of the sixties. One crucial factor in these changes can be 
identified in the interplay between the emergence of the curated, temporary exhibition of 
contemporary art and a new institutional frame. An important aspect of this was the various 
engagements in international exhibitions and exchanges, which were taken up in postwar Europe and 
contributed to the formation of a new geography of the art world beyond its previous centres.  
 
This includes the obvious cases of the Venice Biennale (relaunched in 1948 in a post-Fascist form after 
the controversial 1942 edition) and documenta: an oft-identified emblem of postwar rebirth 
(Grasskamp 2017 and Kimpel 1998). These exhibitions are frequently seen as individual initiatives 
independent of art institutions. It is however important to stress the ties that existed between museums 
new and old and such international exhibitions, when individuals, art works and ideas were perpetually 
circulating between them. An obvious case s that of the Danish museums, Statens Museum for Kunst, 
whose director organised the Danish pavilion in Venice before and after WWII, and Louisiana, which, as 
a new private museum, initiated a close collaboration with documenta from 1959. Italso be relevant to 
include Exhibitions not limited to art, such as the 1958 World’s Fair in Brussels, are also relevant, as too 
are public debates like the Darmstädter Gespräche, where the protagonists of the modern museums 
were present. Untangling such tieswill enhance our understanding of the art exhibition as a new 
medium in the postwar era and the way it acted as a complex Gegenwartsbewältigung (mastering or 
coming to terms with a troubled present) in the aftermath of the ultimate crisis of WWII and the Nazi 
dictatorship. My presentation builds upon recent archival research in institutions across Northern 
Europe and Scandinavia.  
 
 
Kristian Handberg is Postdoc in Art History at the University of Copenhagen and National Gallery 
Denmark – SMK with the project Curating the Contemporary (2019-2020). Previous postdoc project: 
Multiple Modernities: World Images and Dreamworlds in arts and culture, 1946-1972 (2015-2018) (with 
Louisiana). He defended his PhD thesis “There’s no time like the past: Retro between Memory and 
Materiality in Contemporary Culture” in 2014 at the University of Copenhagen. He is coordinator of the 
research group Modernisms and researches exhibition histories of the postwar era and the 





Madeira Interactive Technologies Institute, Portugal 
 
MANIFESTO! (Avant-garde edition): Game Design for Times of Crisis 
 
Increasingly, scholars of modernism and the avant-garde are being pushed by a scarce job market to 
pursue research in other areas, particularly those with a high degree of interdisciplinarity. Out of this 
difficulty may come interesting results. Working in the field of Human-Computer Interaction (HCI), for 
example, my recent collaborative outputs have included: hacking a Solari split-flap “Arrivals” display 
from the airport to play the Surrealist game “exquisite corpse” and crowd-source spontaneous poetry; 
using Bluetooth low energy (BLE) beacons to create an installation on proxemic surveillance, big data, 
and Joyce’s Ulysses; and designing a digital writing tool called “The Manifesto Machine”. The latest 
avant-garde-inspired collaboration is a card game called MANIFESTO!, first created to facilitate critical 
discussion in HCI. The second edition will be specifically designed for writing avant-garde manifestos. 
But what will the design process look like? And, as T. S. Eliot asked, “how should I begin?”  
The new edition draws on avant-garde techniques such as chance (Cage), strict rules (Oulipo), and 
ruthless editing (Pound), both in design and gameplay. There are four categories: Orientation, 
Provocation, Opening, and Tone. Players use these constraint cards as a prompt to write their 
manifesto. The game, produced especially for the conference, will be available for attendees to play 
and write their own manifestos, to be performed in situ or shared on social media. Born out of a 
manufactured crisis, these manifestos should nevertheless address the very real crises we face in 2020: 
cultural, political, epistemological, existential. Using a research through design approach it is hoped 
that the game will reveal fundamental insights about avant-garde approaches to, and use and 
invocation of, crisis as a dominant mode. Manifestos are the ur-genre of crisis, having sparked the most 
important revolutionary moments in modern history; crisis is the manifesto’s subject and its tone. 
 
 
Julian Hanna is Assistant Professor at Madeira Interactive Technologies Institute in Portugal. He was 
born in Vancouver, Canada, and taught English Literature at the University of British Columbia and the 
University of Lisbon before moving to Madeira. His research interests include modernism and the 
avant-garde; movements, networks, and activism; and critical intersections between culture, politics and 
technology. In 2017 he shared the CCCB Cultural Innovation International Prize for The Newton 
Machine, a speculative design project on renewable energy. He co-founded the Words in Freedom 
Project in 2016, which recently launched a game called MANIFESTO! His latest book, The Manifesto 





Université de Turku, Finland 
 
Rupture identitaire et intertextualité dans l’écriture de Laura Lindstedt et Leïla Slimani 
 
Spécialiste de la question de l’identité et de la socialisation, Claude Dubar (2007 : 8), considère la crise 
comme une « phase difficile traversée par un groupe ou un individu. » Pour lui, il s’agit, en effet, d’une 
« rupture entre diverses composantes » (Ibid.). En suivant les lignes de pensées de Dubar, l’on peut 
considérer que, pour deux autrices ultra-contemporaines, Laura Lindstedt et Leïla Slimani, la crise 
identitaire signifie une rupture entre l’identité sociale professionnelle et personnelle. Précisons que 
l’identité est ici liée à la notion de classe sociale conçue comme un processus social et culturel (Skeggs, 
2004). Chez les deux autrices, la matérialisation esthétique de cette rupture identitaire se situe au 
niveau du corps et prend la forme d’hypersexualité.   
 
Dans le roman de Lindstedt, Ystäväni Natalia (2019) [Mon amie Natalia], la protagoniste raconte sa vie 
à son/sa psychologue qui est, par ailleurs, l’une des voix narratives de ce roman polyphonique, alors 
que Dans le jardin de l’ogre de Leïla Slimani (2014), l’histoire d’Adèle est racontée par un narrateur 
omniscient plutôt classique qui ne se mêle pas de la vie des personnages. En revanche, dans les deux 
romans, la thématique d’hypersexualité, qui se manifeste à travers le comportement pathologique des 
protagonistes obsédées par leur instinct sexuel, semble tisser un lien intertextuel, voire hypertextuel, si 
l’on suit la terminologie de Gérard Genette (1982), entre ces deux romans, et ceci non seulement sur le 
plan thématique mais aussi sur le plan axiologique des romans.   
 
Dans notre présentation, nous chercherons tout d’abord à discerner les causes possibles de la crise 
identitaire sociale représentée par Lindstedt et Slimani en analysant la rupture entre l’identité 
professionnelle des protagonistes, dotée de capital culturel et social (Bourdieu, [1991] 2001), et l’identité 
personnelle compulsive et performative. Ensuite, nous nous proposons d’étudier en quoi consiste ce 
lien qui rapproche les romans en nous appuyant sur les notions de l’hypertextualité de Gérard Genette. 
Le concept de la transmotivation (1982 : 457, 465) nous parait particulièrement pertinent ici puisque 
celui-ci nous permet de comprendre si le comportement pathologique des protagonistes est motivé 
différemment dans les deux romans. De même, étudier les motifs des personnages fictionnels dévoile 
souvent, du moins selon Genette, les valeurs qui sont mises en évidence ainsi que celles qui sont 
rejetées par les œuvres en question.            
 
 
Kaiju Harinen est docteure en littérature francophone. Sa thèse de doctorat, soutenue en octobre 2018 
à l’université de Turku (Finlande), porte sur les entrecroisements de différentes formes de 
discriminations raciales, sexuelles et sociales telles qu’elles sont décrites dans les œuvres semi-
autobiographiques des auteures francophones Calixthe Beyala et Ken Bugul. Actuellement, elle travaille 
comme enseignante à temps partiel au département de français de l’université de Helsinki et prépare 
un projet de recherche postdoctorale sur les enjeux intersectionnels de l’afropolitanisme et du 
storytelling appliqués à divers textes littéraires et féministes (Jo Güstin, Léonora Miano, Minna Salami et 




University of Turku, Finland 
 
La crise des valeurs symbolistes – le cas de Maia (1903) de Gabriele D’Annunzio 
 
Il y a des doutes et des opinions différentes sur le symbolisme de D’Annunzio, même si certaines 
caractéristiques symbolistes sont évidentes dans sa production des dernières décades du XIXe siècle. 
Selon Adelia Noferi, pour D’Annunzio le symbolisme était juste une solution extérieure, « un 
rapprochement au goût européen sans aucune véritable assimilation ». Guy Tosi écrit que sa formation 
classique empêchait peut-être D’Annunzio d’adhérer complètement au symbolisme ; de toute façon, le 
désir de révéler l’essence intime des choses et de dépasser leur apparence physique, de pénétrer dans 
leur âme et de lire « les pensées de la nature », caractérise pratiquement toute sa production, dès ses 
premiers vers jusqu’à ses derniers œuvres, étant des caractéristiques fondamentales de sa poétique. 
 
Aussi, il est sûr que D’Annunzio contribua considérablement à la diffusion de nouvelles tendances 
littéraires françaises en Italie à la fin du XIXe siècle – même s’il n’était pas le seul a sprovincializzare la 
littérature italienne. Cela dit, la période symboliste, ou para-symboliste, n’a été qu’une étape dans la 
vaste production du Vate ; et quand le symbolisme se renouvelle après 1895 en France, D’Annunzio 
s’adapte à la nouvelle situation. Ma communication sera centrée sur la manière selon laquelle 
D’Annunzio adapte sa poétique au symbolisme, ce qui sera déterminant pour la littérature italienne et 
puis aussi pour l’avant-garde. Je me concentrerai tout particulièrement sur Maia (1903), comme 
réaction à la fois aux valeurs symbolistes et à ses formes. Le poème, appelé aussi Laus vitae, marque un 
retour à la vie, à la glorification de la vie après une période d’esthétisme e de culte de l’art, culminée 
avec le roman Le Feu (1900). 
 
 
Marja Härmänmaa est actuellement professeure indépendante de littérature moderne italienne à 
l’Université de Turku (Finlande). Entre autres, elle a travaillé sur le futurisme italien et tout 
particulièrement sur Marinetti, sur la culture sous le fascisme, sur le décadentisme et Antonio Fogazzaro 






Eastern Michigan University, USA 
 
Theodor W. Adorno’s “Music and New Music" Lecture @ Documenta 2 and 13 (1959 and 2012) 
 
In the summer of 1959, Theodor W. Adorno delivered a lecture on “Die Ideen der Neue Musik” in a 
building near the second Documenta exhibition (1959). Adorno’s fifty-five minute lecture begins with a 
question posed by his late friend and publisher Peter Suhrkamp, “Why do you continue to talk about 
‘new music’ when the word ‘new’ has long since been abandoned in painting?” Adorno draws from the 
art exhibition context that he is not a part of but proximate to, exploring valences of this question and 
creating throughout his lecture what I read as “noise” around the concept of the “new” in New Music. 
This conceptualisation includes his being drawn towards yet suspicious of avant-garde music/s 
emerging in the postwar period, such as Stockhausen’s electronics and Cage’s aleatory method. In this 
lecture Adorno avows his uncertainty about the value of these emerging modes with regard to the 
“new music” of historical rupture that is central to his aesthetic theory. 
  
In 2012, Adorno’s lecture was re-presented as opening and closing keynote events at Documenta 13. 
On the opening day of the exhibition, German philosopher Albrecht Wellmer read and discussed 
Adorno’s lecture in German, and in the closing week, I performed the text as a radically revised verbal 
score that was used as the basis for delivering the lecture as an improvisation with spoken language 
and prepared piano. My panel presentation will include a discussion of “the new” as it is signalled, 
noisily, in Adorno’s 1959 lecture and in my retranslation and performance of his lecture in the context 
of improvised performance and the 2012 Documenta 13 art exhibition. I will also demonstrate a portion 
of the performance, interleaving critical commentary with sound samples from the performance, 
beginning with the lines “The music/I have been/listening to has/been pretty dark/these days.” 
 
 
Carla Harryman, known for her boundary-breaking investigations of genre and text-based 
performance,is the author of more than twenty books. Selections of her plays and performance writings 
can be found in the bilingual two-volume edition Sue in Berlin and Sue á Berlin (2017) and in Animal 
Instincts: Prose, Plays, Essays (1989). A first edition of her poet’s theatre play Hannah Cut In was 
published in French as L’impromptu de Hannah (2018) in conjunction with a two-day symposium on her 
writings at Université Paris 7 Denis Diderot. Open Box, a CD created with composer Jon Raskin and 
inspired by her long poem Open Box (2007) was released on the Tzadik label in 2012. Her awards 
include The Foundation of Contemporary Arts artist award and an Opera America Next Stage grant 
(with composer Erling Wold). She is Professor in the Department of English at Eastern Michigan 





Freie Universitaet Berlin, Germany 
 
Versions of a Public Self. Gertrude Stein’s Self-Portraiture. 
 
The Autobiography of Alice B. Toklas is a triptychon folded into one: it is a portrait of Toklas, a self-
portrait of Stein as a genius, and a portrait of Stein as Toklas. The differences between autobiography, 
novel, anecdote and memoir are elided, and the author’s and her partner’s personal identities and life 
histories are kept secret as they are turned into instances of the imagination. With Everybody’s 
Autobiography, Stein gave the earlier book a historical frame: the rising popular demand for 
autobiographies (and for psychoanalytical therapies, see Stein’s conversation with William Seabrook) 
indicates a new form of self-disclosure and self-management. 
 
 
Ulla Haselstein is Professor and Chair of American Literature at the John F. Kennedy Institute, Freie 
Universitaet Berlin, Germany. She has published widely on modernist and postmodernist literature, and 





University of Helsinki, Finland 
 
Adorno and Rancière on the Crisis of Modern Aesthetics   
 
According to Adorno aesthetics was in crisis; in the 60s it still dragged along classical theories of Kant 
and Hegel, completely incompatible with modern art. The problem was that these theories did not 
consider artistic practices at all. In Adorno’s mind it was necessary to establish a modern aesthetics 
“from below” that considered modern art’s practices. Concepts such as form, materiality, and 
construction, were crucial to Adorno’s theory. Adorno did not use the term avant-garde, but “modern 
art”, however the works he discussed were avant-garde. Importantly, according to Adorno the 
autonomous form of art and its political impact depend dialectically on one another. In Adorno’s 
theory social commitment is indirectly present in a mediated form as art translates social problems into 
the problems of form inherent to art. The connection between art and society is not located in art’s 
content but in its aesthetic form. 
 
The prevailing theory of modernism has had difficulties grasping the autonomy of art. Modernist 
theory has interpreted art’s autonomous character in Kantian terms as a pure judgment of taste, a 
feeling of beautiful. Such an idea of autonomy famously eliminates art’s political and ideological 
functions, which has been considered a source of crisis in contemporary art. (Post)conceptual art, which 
endows art with political contents, has been offered as a solution to problematically narrow modernism 
(Osborne). However, (post)conceptualism has neglected art’s aesthetic form and materiality. As a result, 
contemporary conceptual art has transformed into a cognitive thing, whose function is to present 
statements. 
 
Jacques Rancière has recently paid attention to the aesthetically void character of contemporary art. 
Rancière has again emphasised the importance of art’s aesthetic character and claimed that aesthetics 




Irmeli Hautamäki (PhD) is an adjunct professor of Aesthetics at the University of Helsinki and an adjunct 
professor of Philosophy of Art at the University of Jyväskylä. She is a co editor of A Cultural History of 
the Avant-Garde in the Nordic Countries 1900-1925 and the forthcoming Avant-garde in Finland. She is 
the author of The Origin of Avant-Garde (2003) and Marcel Duchamp, Identity and Work of Art as 




Haxthausen, Charles W. 
Williams College, USA 
 
Paul Klee and the “Crisis of Expressionism”: Wilhelm Hausenstein’s Kairuan 
 
Wilhelm Hausenstein’s Kairuan, oder eine Geschichte vom Maler Klee und von der Kunst dieses Zeitalters 
(Kurt Wolff Verlag, 1921) is easily the most unconventional on a living artist to be published in Germany 
during the interwar period. It is at once an encomium to its subject and a searing jeremiad of cultural 
despair. As Hausenstein related his concept to Klee, “You are placed at the centre, and around this 
centre I address the problem of the art of our time (and of our time in general).” Hausenstein described 
that problem and how he saw Klee’s response to it in his text: “We have entered an epoch of 
anarchistic disgregration . . . . Klee took from his time what it was: he saw what it was not: saw its 
vacuum, its fissures, saw its ruins and sat above them. . . . His art is irrational, naive even in its most 
sophisticated deliberations, it is faithful to the unheard of confusion of the age.”  
 
This dystopian view was the inverse of the utopian one Hausenstein had held only a few years earlier. 
Then he had hailed the new European art — he called it “expressionism” — as the vanguard of a 
radical political and cultural transformation, preparing the way for a future that would be distinguished 
by socialism and religious renewal, bringing an end to art’s degraded status as a commodity under 
capitalism. Although Hausenstein admired the work of Klee, it made for an awkward fit within this 
concept. As modern art was supposedly developing toward a collective, “impersonal” style, his work 
was “personal to the point of eccentricity.” Now in Kairuan, within the space of seven years, 
Hausenstein had moved Klee’s art from the extreme periphery to the centre, as the consummate 
expression of cultural crisis. Yet it was not Klee who had changed but Hausenstein’s utopian hopes for 
contemporary art, which among other factors had been shaken by Oswald Spengler’s recently 
published Der Untergang des Abendlandes. My paper will focus on Hausenstein’s cultural diagnosis and 
the discrepancy between his views and those of Klee.  
 
 
Charles W. “Mark” Haxthausen is Robert Sterling Clark Professor of Art History, Emeritus, at Williams 
College, having previously taught at Indiana University, Harvard University, and the University of 
Minnesota. For the current academic year he is Leonard A. Lauder Distinguished Scholar at the Leonard 
A. Lauder Research Center for Modern Art at the Metropolitan Museum, New York. In 2009 he was 
recipient of the College Art Association’s Award for the Distinguished Teaching of Art History. 
Haxthausen has written widely on modern and contemporary art and art criticism, with a focus on 
Germany, including ten articles on Paul Klee and two on Wilhelm Hausenstein. Among his publications 
are Paul Klee: The Formative Years (Garland, 1981); Berlin: Culture and Metropolis (co-editor, with 
Heidrun Suhr, Minnesota, 1990) and The Two Art Histories: The Museum and the University (editor; Yale, 
2002). Since 1996 he has published numerous articles on the art criticism of Carl Einstein. His 
translations, with extensive commentary, of fourteen texts by Einstein, A Mythology of Forms: Selected 





Royal Holloway University London, UK 
 
Surrealism and Marine Biology, a Crisis of the Senses 
 
Given the well-known — at least amongst scholars of Modernism — topic of technology surrounding 
the Great War, much has been said regarding the advances made around this time and how it 
contributed to traumatic  as well as other sensorial experiences that were completely new to 
humankind. In “Modernism, Technology, and the Body,” scholar Tim Armstrong discusses both 
technological advances and prosthetics at length and shows how they were used to expand the typical 
sensorial capacities originally accorded to humans. Telescopes, microscopes, remote listening devices, 
radio, telegraph, aerial photography, surveillance systems, prosthetic limbs and plastic surgery were all 
ways in which humankind was now able to go beyond itself. Everyone was affected by these changes in 
one way or another, what could be seen as a crisis of the senses. It stands to reason then that these 
sensorial extensions that directly stemmed from the First World War may have led people — including 
members of the avant-garde — to question the limitations of the naked eye as well as other aspects of 
humanity which might place its kind at the top of any hierarchy. 
 
In this paper, I plan to explore the use of marine creatures in the Surrealist art movement, as a way of 
exploring this new post-war world with its different sensorial capacities. Artists such as Eileen Agar, Jean 
Painlevé and Man Ray all used these animals in their art during the period between the two world wars, 
though in different ways. In addition to an art historical and cinematic analysis, the paper will explore 
advances in scientific research — specifically in marine biology. The purpose of this examination will be 
to link these technological expansions of the senses with the non-ocularcentristic capacities of the 
specimens used in Surrealist art as a way of challenging anthropocentrism as well as the boundaries 
between human and animal.     
 
 
Christina Heflin is a Paris-based PhD candidate working on Surrealism, materialism and marine life at 
Royal Holloway University of London. She completed her master’s degree in preventive conservation 
research for photographic collections at the Université de Paris and holds a Bachelor of Arts from 






University of Tartu, Estonia 
 
Closer to the Life versus Closer to the Spirit  
 
In my presentation I will concentrate on struggles in Estonian literature and society in 1930s. At the 
beginning of the 1930s the literary movement of a younger generation emerged, named “elulähedus” 
(closer to the life). The movement proclaimed that life and literature in Estonia was in crisis and that a 
new sense of life, full of optimism, was needed to overcome it. Former avant-gardists Albert Kivikas and 
Erni Hiir, among others, joined the group. They were confronted by writers who were united under the 
slogan of “vaimulähedus” (closer-to-the-spirit), which was connected mainly to neo-symbolism. Those 
ideas were proclaimed by the erstwhile avant-gardists, Johannes Semper and Johannes Barbarus. 
 
 
Tiit Hennoste a senior researcher in linguistics in the Laboratory of Spoken and Computer-mediated 
Communication at the University of Tartu, Estonia. His fields of interest in literary studies include 20th-
century Estonian avant-garde and modernist literature, literary manifestos, dialogue/conversation and 
spoken language in literature, self-colonisation of Estonian culture, and also the history of Estonian 
literary studies. His current project is a two-volume monograph that examines the leaps of Estonian 
literature towards the avant-garde and 20th-century modernism. The monograph has two aims. Firstly, 
it is the history of Estonian 20th century modernist and avant-garde literature. Secondly, it is an 
attempt to construct a theoretical model for analysing 20th-century modernism and the avant-garde. 
The first volume, which examines the early 20th-century Avant-garde, appeared in 2016. The second 





University of Gothenburg, Sweden 
 
The Crisis of Loyalty: Radio Treason in William Shirer’s roman-à-clef The Traitor 
 
This paper examines The Traitor (1950), the first novel written by famed American journalist William 
Shirer. Best known for his Berlin Diaries, Shirer composed The Traitor as a roman-à-clef of renegade 
American radio broadcasters in the Third Reich. Initially envisioned as a stage play and then published 
as a novel five years after the end of the Second World War, The Traitor exposes the psychological 
pressures that result in the decision of Oliver Knight, a disconsolate American journalist in Berlin, to 
broadcast Nazi propaganda. I read The Traitor as a psychological reflection upon the nature of national 
loyalty, similar in spirit to Rebecca West’s The Meaning of Treason (1948), and as a commentary on the 
unique power of wartime radio propaganda. This reading is buttressed by an examination of the larger 
context of treason in the immediate postwar period and Shirer’s personal involvement in treason cases 
(he interviewed William Joyce, AKA “Lord Haw-Haw” during the war and later testified in the treason 
trial of Robert Best, upon whom Knight is modelled). The larger interest of this paper is the immediate 
crisis of the postwar period and how the end stages of the war coincided with the discovery of Nazi 
death camps, the awesome destruction of nuclear annihilation, and the nascent Cold War. The 
reception history of Shirer’s novel bears testimony to that complicated history, as by 1950 Shirer was 
blacklisted for supposed communist sympathies, so his fictional intervention into national loyalty was 
itself read through the backdrop of possible disloyalty to the nation on Shirer’s part.  
 
 
Marius Hentea is Professor of English Literature at the University of Gothenburg. He is the author of 
TaTa Dada: The Real Life and Celestial Adventures of Tristan Tzara (MIT Press) and Henry Green at the 
Limits of Modernism (Sussex Academic). His essays on modernist literature and culture have appeared 
in MLQ, Modernism/Modernity, Modernist Cultures, PMLA and other venues. He is currently working on 
a book on postwar treason and authorship and serves as the Chair of International Relations for the 





University of Kent, England 
 
“The Managerial Avant-Garde: Cage, Pollock and White Collar Work”.  
 
This paper will evaluate the avant-gardism of US late modernism through the lens of the white collar 
workplace, and its entrenchment and hegemony in the post-Depression era. Charting the strain placed 
on the uneasy ties of vanguard workerism and avant-garde aesthetics by the triumph of the office, and 
the changing place of American masculinity in modern art, the focus will be on what happens to the 
avant-garde when the moments of crisis transmogrify into political serenity and repressed struggle — 
that is, what happened when the Depression made way for the long Pax Americana built on a 
triumphant white collar hegemony at home as well as imperial force abroad. I will evaluate John Cage 
and Jackson Pollock’s very different but equally contradictory responses to this recontextualising of 
avant-garde practice: in Cage’s case, an embrace of administrative forms of thought figured as a 
permissive anarchy; in Pollock’s, a reaction to the white-collar feminisation of work that reasserted a 
lost manhood through a blue-collar persona that ultimately disseminated through the newly 
professionalised institutions of modern art. Read alongside their contemporary cultural critics’ 
rethinking of labour, from Arendt and Adorno to James Burnham and C. Wright Mills, the two figures 
allow us to examine avant-gardism’s adaptability as well as its nascent tendency by the 1930s to 
nostalgia and co-optation. 
 
 
Ben Hickman is Senior Lecturer in Modern Poetry at the University of Kent, UK. Ben’s research centres 
around British and American experimental poetry of the last hundred years, with a particular focus on 
the political potential and limitations of poetry, the lives and afterlives of the avant-garde, and labour in 
modernist and contemporary writing. He’s written on a broad range of figures including John Clare, 
Michael Gold, Muriel Rukeyser, John Ashbery and Amiri Baraka. His most recent monograph is Crisis 
and the US Avant-Garde: Poetry and Real Politics (Edinburgh University Press, 2015). Ben is Director of 
the Centre for Modern Poetry and a co-organiser of Canterbury’s premier series of art/music/poetry 





Leibniz Universität Hannover, Germany 
 
Künstlerischer Aktivismus in New York um 1990  
 
Die Aids-Krise hatte in den 1980er Jahren viele Todesopfer gefordert. Konservative 
Kräfte nutzten die Krankheit, um traditionelle Werte wie Treue und Ehe als 
Schutz vor der Krankheit zu propagieren. Die auf Profit ausgerichtete Produkt-Politik 
der Pharma-Konzerne, die Untätigkeit der Regierungen und eine in Angst erstarrte 
Öffentlichkeit verhinderten eine Strategie gegen die Ausbreitung des HI-Virus. Deshalb entstand 1987 
in New York City die Bewegung ACT UP (AIDS Coalition To Unleash Power). Nach dem Vorbild 
politischer Parteien, die Werbeagenturen für Wahlkämpfe,beschäftigen, bildete sich die Künstlergruppe 
Gran Fury als Agentur für ACT UP. Artforum stellte im Oktober 1989 vier Seiten zur Verfügung, welche 
die Gruppe für ihr Werk „control“ nutzte. Als Artforum in den Heften von März und April 2003 einen 
umfangreichen Rückblick auf die Kunst der 1980er Jahre gab, bekam Gran Fury ausführliche 
Würdigung. (Dass es übrigens mittlerweile eine Therapie gibt, die das HI-Virus im Zaum halten kann, 
zählt zu den Verdiensten dieser Bewegung.) Im Umfeld von Gran Fury entstanden weitere 
Künstlergruppen, die um gesellschaftliche Anerkennung von Lesben und Schwulen kämpften, eine 
davon, fierce pussy, ist bis heute präsent. 
 
Douglas Crimp gelangte angesichts dieses künstlerischen Aktivismus zur Erkenntnis, 
er sei ein Beispiel für die Rückführung der Kunst in die Lebenspraxis, ein Ziel, das bereits die historische 
Avantgarde intendiert hatte (Peter Bürger). Daher fasst Crimp diese Stufe des Postmodernismus als 
Fortsetzung des unvollendet gebliebenen Projekts der Avantgarde. 
 
In Deutschland hatte die Nazi-Diktatur die Avantgarde vernichtet. Ein erheblicher 
Teil der Avantgardisten war in die USA gegangen, wo sie oft Professuren übernahmen, und ihre 
Schülerinnen und Schüler übten wieder Lehrtätigkeiten aus. Ich möchte an einigen Charakteristika 
zeigen, in welcher Weise der künstlerische Aktivismus der Jahre um 1990 erstens Ansätze von Dada 
(insbesondere Berlin) und Bauhaus (und dessen internationalen Mitstreitern) weiterleben. Wie die 
historische Avantgarde auf gesellschaftliche Krisen antwortete, tun das auch ihre New Yorker 
Nachfolger. Und so werden auch die bis in die Gegenwart bestehenden blinden Flecke beleuchtet, die 
der Vernichtungsfeldzug der Diktatur verursachte. 
 
 
Prof. Dr. Lutz Hieber, ℅ Institut für Soziologie, Leibniz Universität Hannover. 
Arbeitsschwerpunkte: Kultursoziologie, Kunstsoziologie, Filmsoziologie, Politische 





University of Iceland, Iceland 
 
“Ich erlebe eine Distel”: Johannes Itten’s Early Metaphysics of Artistic Form  
 
The paper will analyse Johannes Itten’s metaphysics of artistic form, as expressed in the early Bauhaus 
publication Utopia: Dokumente der Wirklichkeit (1921). The main focus is on Itten’s “Analysen alter 
Meister”, a programmatic text that is characterised by radical typographical experiments and 
simultaneously represents the most systematic attempt to explain the aesthetic aims and foundations 
of the journal. The text can be seen as a typical product of the complex intersection of aesthetic 
experimentalism, philosophical vitalism, popular science and esoteric currents that marks the activities 
of the historical avant-garde. In the first instance the paper will trace the different theories that Itten’s 
text draws from, among others the philosophical writings of Nietzsche, Klages, Mach, Avenarius, the 
biological writings of Driesch, Francé and von Uexküll, and finally a series of esoteric writings (by Plotin, 
Ghazali, Marsilio Ficino, Nicholas of Cusa, Paracelsus and others). In the second instance, rather than 
just tracing such sources, the paper aims to describe how these different discourses intertwine in Itten’s 
aesthetic project. The question will be posed, whether this syncretism is a specific trait of the avant-
garde or rather a general characteristic of the popular science that informs the avant-garde as well as 
other agents in the cultural field. In the third instance the paper poses the question, to what extent this 
bringing together of apparently incompatible epistemological models can be seen as the typical 
product of a period of scientific crisis. As scientific paradigms and their dominant models run into crisis, 
such periods are marked by the search for alternative models, often based on speculative rather than 
empirical thought and aiming for a new holism.  
 
 
Benedikt Hjartarson is Professor of Comparative Literature and Cultural Studies at the University of 
Iceland. He is editor in chief of the Journal of Avant-Garde Studies, published by Brill. Among his recent 
publications are the monography Visionen des Neuen: Eine diskurshistorische Analyse des frühen 
avantgardistischen Manifests (2013) and a number of volumes that he has co-edited: Beyond Given 
Knowledge (2017); A Cultural History of the Avant-Garde in the Nordic Countries 1925-1950 (2019); 
Utopia: The Avant-Garde, Modernism and (Im)possible Life (2015); Decentring the Avant-Garde (2014); 
The Aesthetics of Matter (2013); A Cultural History of the Avant-Garde in the Nordic Countries 1900-1925 





Eötvös University, Hungary 
 
State vs. Avant-Garde Experiments – Banned Avant-Garde Theatre / Dance Productions in Hungary 
during the 1920s and 1930s. 
  
In 1929, Ödön Palasovszky, the choir of the 100% magazine and the Munkás Kultúrgárda [Workers’ 
Culture Guard] attempted to stage Ernst Toller’s Géprombolók/Maschinenstürmer (1922) which dealt 
with the English textile workers’ movement “Luddite” and its riot, which destroyed textile machinery 
due to fears that time spent learning the skills of their craft would go to waste as machines would 
replace their role in the industry. Palasovszky adopted the piece for the choir, and Félix Kassovitz 
designed a physical structure from wooden stands used at that time in building sites. Having had its 
dress-rehearsal, the production was suddenly banned just before its premiere. Citing various reasons, 
i.e. fire prevention, audience safety, etc., the Hungarian state banned numerous performances 
including Szintetikus kórusest [Synthetic Choir Soiré] (1930) and Korszerű szvit [Modern Suite] (1933). My 
paper discusses the strange relation between the right-wing state of the Horthy regime re-visioning 
Hungary’s future from the past, and avant-garde experiments re-visioning Hungary’s future from the 
present (mostly) left-ideology, asking why both sides regarded the other as deep in crisis, and as being 
something that needed to be cured and recovered. 
 
 
Zoltán Imre received his PhD from Queen Mary College, University of London (2005), and is now an 
associate professor at the Department of Comparative Literature and Culture, Eötvös University, 
Budapest. His main publications include Színház és teatralitás [Theatre and Theatricality] (2003), 
Alternatívok és alternatívák [Alternative Theatre Histories] (editor, author, 2008), A színház színpadra 
állításai [Staging theatre – Theories, Histories, and Alternatives] (2009), A nemzet színpadra állításai 
[Staging the Nation - The Changing Concept of the Hungarian National Theatre from 1837 until today] 
(2013); Az idegen színpadra állításai – A Magyar színház inter- és intrakulturális kapcsolatai [Staging the 
Other – The Inter- and Intracultural Connections of the Hungarian Theatre] (2018); and various articles 





Birkbeck University of London, UK 
 
Dada, Politics and Crisis 
 
This paper explores contemporary resonances of the politics of Dada, in a synoptic account that bears 
on the notion of crisis in two respects. The movement is first set in the historical context of the wave of 
social and political crises inaugurated by WWI and the Russian Revolution. The Dadaists’ response 
varied depending on the specific circumstances in each location, but as a group they may be situated 
broadly on the radical left, encompassing pacifist, communist, feminist, socialist and anarchist 
tendencies. There was the occasional outlier, like the “super-fascist” Julius Evola, who briefly operated 
under the banner of Dada in Italy, before developing a philosophy combining racism, mysticism and 
anarcho-individualism indebted to Max Stirner. He has since been taken up as an intellectual 
figurehead by sections of the far-right, including the alt-right media outlet Breitbart. Building on recent 
work by Theresa Papanikolas and David Ashford, I focus on the wider influence of Stirnerean egoism 
on Dada, noting the salience of Stirner in memes circulating in neo-fascist culture and related online 
communities. In addition to these echoes in the present, Marcel Duchamp’s radical reconceptualisation 
of aesthetic value arguably anticipated aspects of neoliberal economics. The expanded role he 
envisaged for the spectator in the formation of meaning is analogous to the dominant theory of 
marginal utility, an extreme subjectivism for which value is determined by the consumer in the field of 
exchange, rather than the worker in the field of production. His self-reflexive critique of the 
institutionality of art further discloses how the determination of value is necessarily regulated by 
institutional mechanisms, just as the free market requires governmental and legal structures to 
guarantee its transactions. The rules-based order underpinning neoliberalism has suffered a crisis of 
legitimacy following the financial crash of 2008. This paper speaks to the current crisis of neoliberalism, 




Paul Ingram recently completed a PhD in English Literature at Birkbeck, University of London. His 
articles on aesthetics, philistinism, iconoclasm, Dadaist music and Theodor Adorno have appeared in 
journals and magazines including 3:AM Magazine, Dada/Surrealism and Historical Materialism. Flat 
Earth, a collection of poetry, was published by Contraband Books in 2018. He co-organises the study 





University of Groningen, Netherlands 
 
A Classical Modernity: Fascist Theatre between Crisis, Antiquity, and the Avant-Garde  
 
Despite the entanglements between Italian Fascism and movements of the avant-garde, the official 
culture of Mussolini’s state appeared to be attached to classical tradition. The discrepancy was noticed 
by representatives of the Futurist movement who juxtaposed their anti-traditionalist stance with Fascist 
classicism. In analysing the relationship between Fascism and Futurism, historian Emilio Gentile argues 
that both movements sought to create a new national mythology through a synthesis of classicism and 
modernism. Gentile is right to point out that the specific points of convergence and divergence or the 
ideological affinities between the two movements, valid as they may be, cannot explain the intricacies 
of their relationship. The relationship between Fascism and the avant-garde is not a matter of 
espousing radical art forms and ideas and then turning to conventional art. In fact, the project of Italian 
Fascism to radicalise artistic expression coincided with the regime’s efforts to revive classical art.  
 
Taking theatre as a case study, this paper will discuss performances of Greek tragedy in interwar Italy as 
a means of elucidating Fascism’s relationship to modernity. Mussolini encouraged dramatists and 
theatre practitioners to revolutionise the stage but, at the same time, supported the production of 
classical drama in the Ancient Theatre of Syracuse in Sicily. What is most striking is that both the 
recourse to ancient theatre and the modernist call were meant to fulfil a similar function; they were 
envisioned as a way to create new types of popular performance that would help overcome a deeply 
felt crisis. By asking how cultural crisis was defined and dealt with under Fascism, I will explore the 
antagonisms between traditionalist and modernist forces. This will allow me to draw some conclusions 
on the relationship between Italian Fascism and the avant-garde, suggesting that classical tradition was 
integral to the reactionary modernism of fascism, more broadly.  
 
 
Eleftheria Ioannidou is Assistant Professor in Theatre/Performance in the department of Arts, Culture 
and Media of the University of Groningen in the Netherlands. Prior to her current appointment, she 
was a lecturer at the University of Birmingham, UK and a Humboldt Fellow at the Freie Universität of 
Berlin. She studied theatre at the University of Athens (ΒΑ) and Royal Holloway, University London 
(MRs) and read for a doctorate at the University of Oxford. Her research interests lie in the reception, 
adaptation, and performance of Greek tragedy in the twentieth century. She has published the 
monograph Greek Fragments in Postmodern Frames: Rewriting Tragedy, 1970-2005 (OUP, 2017). Her 
ongoing research investigates performances of Greek tragedy under fascist regimes in Germany, Italy, 




Ishida, Lia Imenes 
Humboldt-Universität zu Berlin, Germany 
 
Der höchste Augenblick: Leben, Markt und Krise in der frühexpressionistischen Lyrik  
 
Der literarische Expressionismus ist seit seinen ersten Manifestationen im Jahr 1910 von einem 
Krisenbewusstsein tief geprägt. Die Expressionismus-Forschung hat diesen Aspekt schon längst erkannt 
und in verschiedenen Motiven wie Ich-Dissoziation, Weltende, Apokalypse und Krieg verortet. In 
meinem Vortrag möchte ich zwei Thesen ausarbeiten, die das Verständnis des Krisenbegriffs im 
Frühexpressionismus präzisieren und erweitern sollen. Erstens möchte ich zeigen, dass die Krise in der 
Lyrik der Vorkriegsjahre eine zentrale Stellung annimmt, weil sie ein dem „Leben“ inhärentes Moment 
ist. Der Lebensbegriff, welcher der lyrischen Werke der Periode weitgehend zugrunde liegt, zeichnet 
sich durch Zyklen aus, in denen sich Erneuerung und Verfall, Erzeugung und Zerstörung abwechseln. 
Dabei ist der genaue Augenblick, in dem das Leben in sein Gegenteil, das heißt in Tod, Verfall oder 
Zerstörung umschlägt, ein krisenhaftes Moment, das in den lyrischen Werken unter anderem als 
Offenbarung, Aufbruch, Auflösung dargestellt wird. Zweitens möchte ich argumentieren, dass die 
Zyklen des Lebens analog zu dem ebenfalls durch periodisch wiederkehrende Krisen geprägten 
Produktionszyklus sind. Insofern lässt sich an der positiven Haltung der frühexpressionistischen Literatur 
zum Lebensbegriff ihre radikale Pro-Markt-Position erkennen. Dieses positive Verhältnis zum Markt 
bedeutet keinesfalls, dass seine Krisenhaftigkeit geleugnet wird. Vielmehr werden sowohl die 
Notwendigkeit der wiederkehrenden Krisen als auch ihre schlimmsten Folgen vom Frühexpressionismus 
in Kauf genommen.  
 
 
Lia Imenes Ishida, 1983 in Brasilien geboren, schreibt seit 2015 am Institut für deutschen Literatur der 
Humboldt-Universität zu Berlin ihre Promotion über die expressionistische Lyrik mit dem Titel „Das Ich 
am Weltende“ unter der Betreuung von Prof. Ernst Osterkamp. Das M.A.-Diplom im Fachbereich 
Europäische Literaturen hat sie 2014 an derselben Universität erlangt. Zwischen 2008 und 2009 war sie 
am Peter-Szondi-Institut der Freien Universität Berlin als Austauschstudentin immatrikuliert, nachdem 






Lithuanian Institute for Culture Research and Vilnius Art Academy, Lithuania 
 
To Tame an Alien World  
 
The aim of my presentation is to reveal the complex situation of artists who fled Lithuania for Western 
Europe at the end of the Second World War, escaping the Soviet occupation. After spending several 
years in camps for displaced persons (DP) in Germany and Austria, many of them left a devastated 
Europe and went to the US and Australia. After looking briefly at their attempts to settle themselves 
and their families in a completely new cultural milieu, to build their homes and to keep their 
professions, I will touch upon the very well-researched phenomena of Fluxus and Jonas Mekas. George 
Maciunas (Jurgis Mačiūnas), founding member and co-ordinator of Fluxus, as well as Jonas Mekas, who 
is better known in Lithuania not as a film-maker, but as a writer and poet, were strongly affected by the 
war and emigration; it was the trauma that formed the basis of their ideas, art and artistic activities. The 
main heroes of my presentation, however, are Kazys Varnelis, an abstract painter, and Aleksandra 
Kasuba, an environmental artist and designer. I will reveal a radical and surprisingly rapid breakthrough 
in their creative work, which ensured them both  successful professional careers in the US. I will show 
how the artistic skills they acquired in Lithuania served them and what happened at the same time to 
their professors and classmates who stayed in Soviet Lithuania, how, in other words, the same stylistic 
idiom was transformed under the very different political and cultural conditions of American liberalism 
and Soviet totalitarianism. 
 
 
Giedrė Jankevičiūtė is an art historian and curator, based in Vilnius. She is a leading research fellow at 
the Art History and Visual Culture Department of the Lithuanian Institute for Culture Research, and 
professor of art history at the Vilnius Art Academy. Her current field of interest lies in the artistic culture 
of occupied countries; she explores this topic by focusing on the situation of Lithuania in the middle of 
the 20th century, namely during the period of the Second World War from 1939 till 1944; however she 
is also interested in art under Soviet occupation after the WWII and Lithuanian émigré art. The results 
of her research have been published as several academic papers and in exhibition catalogues; among 
her works dedicated to the role of Cubism in the modernisation of Soviet Lithuanian art of the 1960s 
and 1970s is the catalogue Teodoras Kazimieras Valaitis (1934–1974), published in 2014. EAM member 






Université Jaguellone de Cracovie, Pologne 
 
La mort du modernism: une figure rhétorique de la critique d'architecture ou le vrai déclin d'un style ? 
 
Charles Jencks – influent critique d'architecture et l’un de théoriciens du postmodernisme (décédé 
l'année dernière) a formulé en 1977 une constatation célèbre sur la „mort du modernisme” (le 15 juillet 
1972 avec la destruction des immeubles de Pruitt Igoe à Saint-Louis). Je voudrais analyser de plus près 
ce texte en montrant comment et pourquoi ce diagnostic a été formulé dans ce contexte précis, ainsi 
que tout un langage médical qui accompagne dans le XX siècle autant la théorie moderniste que ceux 
qui la contestent. Pourquoi on a autant parlé de maladie, de symptômes, d’agonie et de mort à propos 
du modernisme ? Est-ce typique d’un discours historique autour de la notion de „style” et son « déclin 
» et du remplacement inévitable par un autre style, ou une spécificité du discours autour du 
modernisme ? 
 
Je voudrais aussi montrer certains cas de véritable destruction des icônes de l'architecture moderniste 
(y compris des cas en Europe de l'est) dont les exemples les plus frappants restent d'un côté Robin 
Hood Garden d'Alison et Peter Smithson, de l'autre côté (et dans un contexte tout à fait différent) 
World Trade Center de Minoru Yamasaki, en les inscrivant dans la critique plus générale du 
modernisme vue en tant qu'un phénomène non seulement esthétique mais aussi politique et 
économique. Je montrerai comment cette critique est formulée dans le langage de la critique 
architecturale, et quel rôle jouent, dans ce langage, les notions de crise, de déclin, de fin d'époque, de 
maladie et de mort. 
 
Une question qui se posera avec ces réflexions est celle d’une patrimonialisation de l’héritage 
moderniste, qui se situe toujours entre le passé, et l'actuel, « mort » et « vivant », alors qu'il peut aussi 
être considéré comme „un projet inachevé” d'après une autre formule exprimée dans les années 1980 
par Jürgen Habermas. 
 
 
Dorota Jędruch est docteur en histoire de l’art à l'Institut de l'Histoire de l'Art de l'Université Jaguellone 
de Cracovie (Pologne). Critique d'architecture et co-commissaire (au sein de la Fondation Instytut 
Architektury) d'expositions d'architecture, entre autres dans le Pavillon Polonais à la XIV Biennale de 
Venise en 2014 (Impossible Objets), au Musée d'art Moderne de Varsovie (La maison polonaise dans « 
époque de transformation » après 1989), au Musée National de Cracovie (rétrospectives d'architectes: 
Adolf Szyszko-Bohusz et Witold Cęckiewicz), engagée dans la protection du patrimoine architectural 
moderniste en Pologne, coauteur de projets éducatifs comme Krakowski Szlak Modernizmu i Krakowski 
Szlak Postmodernizmu. Rédactrice (avec D. Lesniak-Rychlak et Marta Karpińska) de l'anthologie „Teksty 





Moravian Museum Brno and JAMU Brno, Czech Republic 
 
“Wir haben kein Theater!” / “We do not have any Theatre!” - The Czech Avant-Gardist Stage of the 
1920s – Crises of Programmes, Conceptions and Personalities.  
 
In the period after WWI, a young generation of artists interested in whole-scale arts, aesthetics and 
technical developments started to turn their attention to theatre work as well. The very beginnings of 
an avant-garde stage in the newly established state of Czechoslovakia were marked by the search for a 
programme of inspiration, built upon actual social and pro-social visions, and the illusion that the 
redevelopment of entire social structures was possible, rather than just an ideal, all of which led to a 
huge crisis of theatre art at the time. While there were many formulating the theoretical conceptions of 
what constitute modern theatre and performance art — the leading personalities of the Czech avant-
garde maintained ties to other European artists and worked to life the international profile of tCzech 
art, there was no one group to ensure the practical application of those concepts. The first avant-
gardist stage was linked to Vladimir Gamza, the Russian-born actor and director, who brought 
inspiration from the MATs Studios (esp. Meyerhold, Vachtangov and Sulerzhitsky) to Czechoslovakia. At 
the same time, the very first practical project inspired by relevant trends emerging out of the Union of 
modern culture was Devětsil's conception combining the theories of poetism and constructivism as an 
anthropocentric unity. After The Liberated Theatre was established in the middle of 1920s,artists wanted 
to apply the theory, but soon it became counterproductive to be focused on this kind of experimental 
programme only.The poetic principles promoted by Devětsil’s members proved to be too limiting. That 
is why the artists started to discuss the situation of art in the central Europe, its meaning for the future 
and the way modern art can reflect disappointing realities, leading to social, economic and cultural 
crises at the end of 1920s.  
 
 
Andrea Jochmanová is a researcher in Czech theatre history, interested in the links between theatre 
and folklore, theatre and gender studies, cultural anthropology and the theory of games. During her 
studies of Theatre Science at Masaryk University Brno (1998-2006) she took up her interest in Czech 
theatre history. Until 2009 she worked at the Department of Theatre Studies at Masaryk University Brno 
as an Assistant Professor. Since 2006 she has also been working as curator of the manuscripts and 
scenography collection in the Department of Theatre History at Moravian museum Brno, where she 
repeatedly tries to apply Osolsobě´s minimum theatrale, i.e. ostension, while preparing the exhibitions 
of artefacts connected with theatre history. In 2010 she started to work as an Assistant Professor at the 
Department for Theatre Research at JAMU Brno, where her study The World behind Space. Jiří Frejka’s 




Johansson, Sven Anders 
Mid Sweden University, Sweden 
 
Death, Hesitation: Herman Broch’s The Death of Virgil and our Understanding of Crisis, the Apocalypse 
and Life   
 
It is hard to talk about “crisis” today without addressing or implying climate change, global warming or 
the anthropocene. These concepts refer to facts that cannot be denied anymore. Nevertheless the 
reactions these facts triggers may and should be discussed, also in our disciplines.  
 
No matter how dire our circumstances have become, how hopeless the situation may appear, there is, I 
would argue a strange expectation of eternal life implicit in many of the Western reactions to global 
warming. We have to do something, we are told. The situation is alarming. Implicit in these calls, no 
matter how called for, is a strange notion that modern progress, the Enlightenment, the modern 
subject, all this should go on forever. Through our rationality we had conquered our own death. There 
was no conceivable end to our culture. And suddenly there is. So we are chocked.  
 
In my paper I will try to confront the strangeness of this notion of life without death through Herman 
Broch’s novel The Death of Virgil. Not much happens in this long novel. Virgil lies dying. The novel is 
nothing but a long meditation where a subject hesitates at the ultimate border. This subject, however, 
is not master of his situation; he is rather an object of the movements, waves and changes of the 
universe. The novel is not focalised around a self, it rather describes something beyond the 
subject/object-divide. There is also a discussion, in the novel, on the possibility or impossibility of 
literature, on the value of art, in the face of death. My idea is that this novel has a lot to teach us today 
– regarding crisis, progress, control, history, death, subjectivity, etc. In my paper I will also discuss Jane 
Bennett and Theodor Adorno. 
 
 
Sven Anders Johansson is Professor of Literary Studies at Mid Sweden University since 2017. Johansson 
obtained his PhD at Gothenburg University in 2003, while he was living in Peru. After moving back to 
Sweden in 2005 he made a living as a literary critic and a journal editor. In 2010 he got a tenure track 
position at Umeå University, where he stayed until 2016. Johansson has also been a guest PhD at the 
University of Copenhagen (1998–99), guest researcher at Amsterdam University (2012) and guest 
professor at Århus University (2018). He has published seven monographs in Swedish and several 





Mahatma Gandhi University, India 
 
Celebrity Culture and Some Portents of Crisis: The Contemporary Scene and the Case of Gertrude Stein 
 
In discussing modernist authors who became celebrities in the 1930s, critics like Aaron Jaffe argue that 
their literary innovations produced works that defined high culture in society and set aesthetics apart 
from middle- and low-brow culture. While rejecting mass culture in favour of elite cultural forms, they 
employed strategies for creating a market for their work through collaboration, networking, reviewing 
and editing each other’s works, constructing their literary reputations, and publicising the project of 
modernism. The concept of celebrity has now evolved from that of someone who is widely accepted in 
society to someone who is most marketable in life, arts, or politics. Given the burgeoning of social 
media and increasing popular involvement in the forming of tastes and opinions, the creation of a 
celebrity in the present era, as David Marshall observes, “is intriguingly poised” between continual 
representations of the person by the media and of sustained self-presentations by the individual. The 
rise of an avant-garde artist to celebrity status now holds the potential for a crisis in which the cause of 
art is lost to the power of the market.  
 
This paper will attempt to examine the nature of this crisis through the example of Gertrude Stein. 
Stein’s relevance here is not only because she admired Matisse in 1905 for his outrageously avant-
garde painting, named Picasso as the only artist who carried forward the radical inventiveness of 
Cézanne, and was different from other modernists. It is also because of the fresh voices that continue 
to be heard about her significance and otherwise need to be examined against the backdrop of current 
trends in recognising celebrities.   
 
 
Varghese John holds a doctoral degree in American Literature, served as Head of the English 
Department of Union Christian College, Mahatma Gandhi University, in Kerala, India; and as Principal of 
the college for five years. The first Indian to complete doctoral research on Gertrude Stein, he has 
published widely, has successfully guided several doctoral candidates, and is the joint editor of a book, 
American Literature and Indian English Literature: Studies in Cultural Contiguity (1999). His book 
Gertrude Stein American Modernist: Writing Painting and the Feminist Other (2015), a historical and 
biographical study on Stein, also develops a general framework for reading her major works using 






Jones, Allen C. 
University of Stavanger, Norway 
 
A Crisis in Composition: Experimental Writing as Analysis in Stein 
 
As Johanna Winant (2007) points out, Gertrude Stein’s compositional method asks readers to 
experience her theories inductively. Rather than turning to external theories, we are meant to use the 
text itself as an experiential ground. Reading is, in essence, an active experimentation. I pursue this 
concept in its relation to the notion of crisis. Stein reinvented narrative crisis in multiple ways: 
repetition, sound, ambiguity, parody, algorithmic composition, etc. In this paper, I will focus on the way 
she uses repetition to break syntax in order to question narrative movement. By moving the notion of 
the text from meaning to tone, her repetitive period submits exhaustion as a modern replacement for 
traditional notions of narrative crisis. I will argue that this rejection of singular temporal movement in 
narrative creates a second level of crisis: a crisis in reading. Who really reads this stuff? Radical 
experiment results in a division between writer and reader. This creates a perception of the avant-garde 
as an elitist tendency: created by the elite for the elite. I will explore and demonstrate, in a practice-
based compositional mode, the ways in which Stein’s experimentalism addresses this problem of elite 
isolation by absorbing the notion into a pragmatic, practice-based challenge of traditional reading: 
composition as a form of reading. Much Stein criticism sees her radical syntactic play and repetition as 
creating, as Tanya Clement puts it, an “indeterminacy that challenges readerly subjectivity.” This is to 
write off her work as too complicated to read and thus elitist. Like Clement, I aim to render this 
complexity readable through pragmatic textual mapping. While her groundbreaking digital work 
focuses on distance reading, I offer an equally pragmatic mapping from a close-reading perspective, 
demonstrating what it means for the critic to read by writing creatively. 
 
 
Allen C. Jones is an award-winning poet and novelist serving as Associate Professor of Literature and 
Culture at the University of Stavanger, Norway. His critical work treats the formal aspects of Joyce, 
Hemingway, Woolf, Fitzgerald, and Stein. His work in scholarly gamification treats Dylan Thomas’s 





Institute for Literature and Art, Serbia 
 
The Turn of the Tide – The Serbian Avant-Garde in the 1930s 
 
This paper analyses changes in the dynamics of the Serbian avant-garde in the thirties through the 
decline of the first wave of modernism commonly known as expressionism (M. Crnjanski, R. Petrović, S. 
Vinaver) and the becoming and rise of surrealism (M. Ristić, A. Vučo, K. Popović, D. Matić, S. Jovanović). 
This change is followed by a shift in public discourse from tdiscussions on the nature and situation of 
literature and art to questions about their social function, place in the ideological and revolutionary 
activism, the nature of “new” realism, ideological tendencies and aesthetic utilitarianism. 
 
 
Bojan Jović has been an employee of the Institute for Literature and Art in Belgrade since 1988. As a 
higher scientific associate, he is engaged in researching the relationship between the Serbian and 
European avant-gardes, science fiction, utopian and seriously-comical literature, as well as in 
comparing general characteristics and histories of Serbian and foreign literary forms and genres. He 
also investigates poetic traits of 19th- and 20th-century Serbian literature, and theoretical-
methodological issues connected with comparative and literary theory. Manager of the project 
“Comparative research of Serbian literature (in the European context)”, from 2006-2010. Since 2011, he 
has been managing the project “Serbian literature in European cultural space”. He worked as editor in 
Književna rec, Itaka, Esoterija, Stubovi kulture, ZepterBookWorld, Književna istorija. Editor-in-chief of 
Književna rec from 1994 to 1995. A representative of Serbia and a member of the Executive board in the 
action COST A32 Open Scholarly Communities on the Web within the domain “Individuals, Societies, 





Adam Mickiewicz University, Poland 
 
El Lissitzky’s Red Wedge: Towards Kabbalah and Jewish Mysticism.  
 
The subject of the analysis and interpretation contained in my presentation is El Lissitzky’s work Beat 
the Whites with the Red Wedge and Iintend to point out his inspirations taken from the Jewish tradition. 
This motif relates to the idea of creating a utopian/messianic world, which is relevant to in relation to 
the Soviet revolutionary context, but also refers to the roots of Jewish mysticism and Cabbalist ideas. 
The wedge can be understood as a mystical experience and a “magic tool” of this process. His project 
constitutes a symbol of utopian belief in the possibility of creating a new artistic language for 
expressing post-revolutionary reality (Soviet Russia) but also the belief in the “magic power” of this new 
art. There are strong parallels between Messianism and the Revolution and Lissitzky was to develop a 
dynamic relationship between Jewish culture and the secular world.  
 
 
Artur Kamczycki is Associate Professor at Adam Mickiewicz University (UAM) in Poznań, Poland. He 
completed his doctoral studies at the Institute of Art History, UAM in 2009. Awarded the title of 
habilitated doctor of humanistic studies (higher PhD) by the History Faculty at the University of Warsaw 






Archipenko Foundation, USA 
 
Alexander Archipenko and the First Russian Art Exhibition 
 
Alexander Archipenko (1887–1964) exhibited five artworks at the First Russian Art Exhibition, four 
sculptures and one mixed media construction. These works have only recently been clearly identified. 
This paper examines Archipenko’s contribution in the 
wider context of the exhibition. It also considers how the artist’s choices of fabrication 
and material (two of the sculptures were faïence), connected with contemporaneous 
thoughts on producing art and making it accessible to a larger audience.  
 
Archipenko offers an interesting historical case study. In 1921, the Kiev-born artist, who is known today 
mostly for his earlier contributions to cubism, relocated from Paris to Berlin. There, the sculptor was a 
central figure in the diverse networks of the international art world. Especially within the framework of 
Herwarth Walden’s Der Sturm, Archipenko was recognised as a leading Russian sculptor. During a time 
when an enormous Russian speaking émigré population lived in the German capital, Archipenko was a 
main contact for many vanguard artists, especially for the ones coming from the East. He maintained 
an active studio and directed his own art school. It is not surprising that he was included in the First 
Russian Art Exhibition. Significantly though, Archipenko’s works were barely mentioned or discussed in 
the reception of the exhibition. 
 
This paper suggests that Archipenko presented an independent position, different from the 
constructivist and suprematist works, which we often associate with the exhibition. Moreover, it 
considers the complex modes of the artist’s Berlin-based practice, including the struggles leading to his 
emigration to the United States in 1923. While this paper shares recent research on the First Russian Art 
Exhibition, it also offers a new thread in the weavings and reinvestigations of the narratives that shape 
our understanding of modernism. 
 
 
Alexandra Keiser is research curator at the Archipenko Foundation (Bearsville, New 
York) and co-editor of the Archipenko catalogue raisonné. She curated the comprehensive exhibition 
Archipenko: A Modern Legacy, which travelled to several museums in the United States and Scandinavia. 
Dr. Keiser has lectured and published widely on the artist. Previously, she was the founding director of 
AU base art space, a contemporary art gallery in New York City. She has earned a doctoral degree in 








From Mass Propaganda to Cultural Diplomacy? The First Russian Art Exhibition and Soviet Foreign 
Cultural Policy 
 
The First Russian Art Exhibition in Berlin in 1922 was a major event of official Soviet cultural 
engagement in Germany; it marked the beginning of a special German-Soviet relationship within the 
cultural sphere. The exhibition was organised by the Workers’ Relief Organization and the People’s 
Commissariat for Education (NARKOMPROS). Exhibiting the various artistic tendencies then visible in 
contemporary Russian art, it aimed to show off recent Soviet cultural achievements. At the same time, it 
also presented pre-revolutionary art and by doing so, strove to correct the exile emigrants’ accusations 
that the Bolshevik state was destroying tsarist cultural heritage.  
 
In scholarly research, the relevance of the exhibition in relation to the concept, strategy and 
development of Soviet cultural diplomacy has been interpreted along different lines. Whereas some 
scholars regard it as an example of Bolshevik revolutionary mass propaganda that instrumentalised 
culture for political goals, others have pointed out its informative effects on perceptions of the young 
Soviet state among German and international audiences. From the latter perspective, the exhibition 
represents a transition in Soviet foreign policy, away from fostering revolutionary revolts abroad and 
towards entering into bilateral alliances in order to consolidate the young state. 
 
Whereas, so far, the exhibitions political implications have been established mainly on the basis of ego 
documents and newspaper articles, little attention has been paid to the specific organisation process 
across the involved institutions. My analysis of sources indicates that the bureaucratic organisation of 
the exhibition followed the ambiguous pattern of Soviet cultural diplomacy in the 1920s. In my paper, I 
will analyse this in detail, examining archival documents that have not yet been considered, in order to 
shed new light on the political goals and intentions that Soviet leaders pursued through this exhibition. 




Viktor Kempf holds a state examination degree in history, political science and economy and is 
currently a PhD candidate in the International Graduate School “Cultural Transfer and Identity” 
(Kulturtransfer und “kulturelle Identität”, IGK 1956) at Albert-Ludwigs-Universität in Freiburg, Germany. 
His dissertation project is on Soviet cultural diplomacy towards Germany between 1920 and 1933. He 





Kings College London, UK 
 
gaceta de arte (1932-36) at the Intersection of Fascism and the European Avant-gardes  
 
gaceta de arte was published in Tenerife from 1932-1936. Edited by Eduardo Westerdahl, the magazine 
lasted for 2 series and 38 issues, until the outbreak of the Spanish Civil War in July 1936. The second 
series was limited to two issues, essentially monographs, dedicated to Picasso (37) and Miró (38). The 
focus of this presentation is the first series, and in particular the manifestos produced by the gaceta de 
arte group, which show the group’s wide-ranging interests in the modernist and avant-garde 
movements of the day, including French cinema, rationalist architecture, Bauhaus and German 
aesthetics, as well as surrealism. Indeed, gaceta de arte changed the face of surrealism in Spain, 
becoming part of surrealism’s international reach, and cementing Spain’s involvement in the 
movement. I argue in this presentation that the increasing presence of surrealism within the pages of 
gaceta de arte reflects the group’s growing protest against fascism and fascist publications, that 
included major Spanish periodicals like La Gaceta Literaria (1927-1932), which at the outset was a voice 
for the avant-garde, but which by its final issues had become the mouthpiece for its editor and fascist 
sympathiser Ernesto Giménez Caballero. Rather than looking inwards, gaceta de arte seought to 
engage with wider Europe and looked for common cross-national artistic influences and inheritances. 
The magazine also addressed the group’s island Canarian identity, raising questions about (fascist) 
nation building and the function of Spain’s regional communities, which Franco later tried to suppress 
at the same time as marketing Spain abroad as ‘España es diferente’. gaceta de arte’s plurality emerged 
out of Tenerife’s geographic location at the crossroads between Spain, Europe, Africa, and Transatlantic 
travel and commerce, which facilitated the spread and influence of the magazine, as is evidenced by 
the publication of the group’s declaración in the art magazine Cahiers d’art.  
 
 
Alicia Kent has published research on surrealism, photography, and women artists and writers, 
including a series of essays on British surrealist Leonora Carrington, and has forthcoming work on 
travel writing and comics. She co-curated the exhibition “Play and Psychoanalysis” at the Freud 
Museum London in 2017, and runs the Anna Freud and Play project at King’s College London, where 
she is Senior Lecturer in the departments of Comparative Literature and Spanish, Portuguese and Latin 
American Studies. Alicia also co-directs a primary school outreach project in partnership with the 
AHRC’s OWRI project Language Acts and Worldmaking, as well as continuing to work with textile artist 





Institute of the Philosophy Bucharest, Romania 
 
Ending the Beginning: The Flacăra Exhibition, Bucharest, April 1948 
 
After WWII Romania was occupied by the Soviet army and a rapid course to communism was politically 
but also culturally engineered. The abolition of the monarchy after the abdication of King Michael on 
30 December 1947, and the subsequent proclamation of the Popular Republic of Romania, paved the 
way for an active, overt propaganda machinery. Under the guidance of ex-avant-garde pillar M.H. 
Maxy (the main organiser of the groundbreaking First International Exhibition of Contimporanul 
Magazine, Bucharest, in November 1924 — the proper birth date of the Romanian historical avant-
garde) a comprehensive exhibition was conceived in 1948 to prove Romanian artists understood the 
new, progressive course of history, and they unanimously rallied around the communist regime. 
  
That exhibition that opened in April 1948 was a post-historical, contrasting clone of the Contimporanul 
exhibition from November 1924. It was called Flacăra (The Flame) because it was supposed to be 
organised by the communist-backed cultural magazine of the same name. It showed 830 works by 
dozens of artists. But like the 1924 avant-garde exhibition, its 1948 socialist-realist clone had a mixed 
reception from  authorities. This paper puts forward a comparative analysis of the two contrasting, 
epoch-making exhibitions, from 1924 and 1948, both centred on the same figure—M.H. Maxy. His 
aesthetic and ideological avatars, reflected in his curatorial and political commitments, mirror the late 
avant-garde course from rebellion to establishment, but also the unending doubtful and frailty of that 
very establishment, both in avant-garde and socialist-realist times. 
 
 
Erwin Kessler studied Philosophy, Art History, and Anthropology in Bucharest, Prague, Paris, and 
Maastricht. He is a scientific researcher at the Institute of Philosophy, Bucharest; Associate Professor of 
Art History and Aesthetics with CESI (Bucharest University); and Founding Director of MARe/The 
Museum of Recent Art, Bucharest. His main areas of research are the history, aesthetics and theory of 
modernist, avant-garde and contemporary art, phenomenological aesthetics, and visual anthropology. 
He is the author of numerous single-author monographs published in Romania, most recently: GPS: 
Post-system Geometries in Romanian Art Today (Vellant, 2019); Stylistic Diversity Ltd. (Vellant 2018); and 





Sorbonne Paris 1, France 
 
Modern Art and the Critique of Crisis 
 
At first glance, modern art appears to be synonymous with crisis: do not its ongoing search for the new 
and concomitant rejection of the past entail constant self-questioning and upheaval? As I will argue in 
this paper, however, modern art was not only about forward movement but also about retreat, not only 
about the new but also about persistence. Take its complex approach to the past: rather than total 
rejection, modern art developed a fascination for its origins, as expressed in children’s and folk art and 
most notably in the concept of prehistory — a modern, nineteenth-century  invention that emerged 
concurrently with modern art itself. Prehistory may have belonged to the past, but it was also little-
known and therefore new, and insofar as it disrupted modernist linearity and progress, it proved to be 
a source of crisis too.  
Numerous works by modern artists testify to these inconsistencies and contradictions, from the Cubists 
to the Dadaists and the Surrealists. Take Pablo Picasso’s Bust of a Woman (1931). Evoking the Venus of 
Lespugue, a statuette of a nude female figure dating back 25 000 years, it questions not only modern 
art’s rejection of the past, but also its implacable forward march. Meanwhile, Lucio Fontana’s Spatial 
Environment in Black Light (1948-49) was a dark, cave-like space lit by an ultraviolet lamp, housing an 
unclassifiable tentacular sculpture, somewhere between the branch of a tree and a prehistoric animal’s 
spine. The work thereby exuded a timeless, indeterminate quality that blurred modernist divisions 
between old and new, past and present. This paper will explore these and other examples of works that 
show how modern artists continually created new crises – by attacking, in different ways and from the 
inside as it were, the precepts of modern art itself.  
 
 
Rahma Khazam is a Paris-based art historian, researcher and critic affiliated with Institut ACTE, 
Sorbonne Paris 1. She studied art history and philosophy and received her PhD (on modernism and 
sound art) from the Sorbonne. Her research spans the fields of modern and contemporary art, image 
theory and speculative realism and she has published articles on these and other topics in exhibition 
catalogues, edited volumes and academic journals. She recently completed an edited volume on the 
work of the artist Franck Leibovici. A member of AICA (International Association of Art Critics) and EAM 
(European Network for Avant-Garde and Modernism Studies), she received the AICA France Art Criticism 
Award in 2017. MA in Philosophy (University of Edinburgh, UK) Master 1 and II in Art History (Université 





Jagiellonian University, Poland 
 
Embracing the State of Crisis. The Avant-Garde’s Theoretical Background 
 
The avant-garde had been defined and conceptualised in many different ways. But one of the 
strongest threads in the theoretical fabric it produces is that of critical thinking, constantly 
reformulating it’s own dogma, standing in opposition (even to itself). As Matei Calinescu puts it: the 
avant-garde is the art of crisis, driven by aesthetic thanatophilia, concentrated on embracing its own 
aporias and contradictions. 
 
In my paper I would like to discuss those theoretical concepts that consider crisis a driving force of the 
avant-garde and its most progressive element in the fields of aesthetics and socio-politics. Crisis 
becomes a formal element (as in Calinescu or Adorno) that shapes the cognitive aspects of the subject 
and world presented; but it also creates new models of social and political sensibility. Questioning the 
border between what is culturally valuable and possesses symbolic capital and what is deprived of 
these properties becomes the goal of the avant-garde. This opposition seems to be a foundation of the 
“innovative exchange” policy, which Boris Groys describes in On the New: it implies the need for 
constantly revalorise the relationship between culture / art and reality. The boundaries between them 
are never set once and for all, because they cannot be defined as stable, essential categories. They are 
constantly renegotiated, causing the social need to participate in culture. Crisis, dissensus and agonism 
are therefore the visible consequences of the avant-garde quest. 
 
 
Michalina Kmiecik, a literary critic, interested in comparative literature, avant-garde and intermedial 
studies, works as the Chair of Literary Theoryat the Centre for Avant-Garde Studies in the Faculty of 
Polish Studies (Jagiellonian University in Kraków). She has published two books on the Polish and 
European avant-garde: Oblicza miejsca. Topiczne i atopiczne wyobrażenia przestrzeni w poezji Juliana 
Przybosia (Aspects of Place. Topical and Atopical Images of Space in the Poetry of Julian Przyboś, 
Universitas, Krakow 2013), Drogi negatywności. Nurt estetyczno-religijny w poezji i muzyce 
awangardowej w XX wieku (Paths of Negativity. The Aesthetic-Religious Tendency in Avant-Garde Poetry 
and Music in the 20th Century, Jagiellonian University Press, Krakow 2016). From 2012 to 2015, she 
worked on a project Central and Eastern European Avant-Garde: Innovation or Repetition?; in 2016 she 
started (together with Iwona Boruszkowska) a project Modes of Avant-Garde Behaviour financed by the 
National Centre for Science in Poland. She has organised and participated in several lectures and 
discussions about Polish and foreign avant-garde practices, and has presented her findings during 





Museum of Decorative Arts and Academy of Art, Design and Architecture in Prague, Czech Republic 
 
The School is 40-50 years behind Industry and Business 
 
This sentence from 1936 by the multidisciplinary and visionary artist Zdeněk Pešánek will be analysed in 
the context of the reform movement in the craft and design education system in interwar 
Czechoslovakia. 
 
The new state inherited the structure of reform vocational schools and museums from the Austro-
Hungarian period. Vocational schools were located in border regions with Germany, which is why the 
teaching language was German as well as the nationality of the teachers. The Czechoslovakan state 
decided after 1919 to found many vocational schools with teaching in Czech language. Their mission 
was to establish close links between teaching methods and the actual practical needs of industry, 
business and society. Due to a wave of nationalism in the 1920s, the educational system lost its 
progressive way and was sharply criticised by Adolf Loos, Karel Teige and others. 
 
However, at the end of this decade and in the next one, thanks to young teachers, a new experimental 
shift characterised the production of schools such as the State Graphic School in Prague under Ladislav 
Sutnar's directorship, the School of Craft and Design in Brno under Emanuel Hrbek, or the Glass School 
in Železný Brod under Alois Metelák and many others. Nevertheless, the progressive orientation of the 
Czechoslovakian artistic educational system had many gaps and often reacted too slowly to the new 
needs of the modern urban society.  
 
 
Iva Knobloch was born in Czech Republic in 1964. Curator at the Museum of Decorative Arts in Prague, 
and teacher at the Academy of Art, Design and Architecture in Prague, she specialises in design history 
of 20th century. She is co-author and editor of Design in Czech Lands 1900-2000 (Prague 2016), Krásná 
jizba – Design for democracy (Prague 2018), Courage and Risk: Century of Design in Museum of 
Decorative Arts in Prague (Prague 2019), and curator of exhibitions such as the Czechoslovak 









In Aesthetics and Its Discontents, Jacques Rancière discusses the prevalence of the ethical turn in both 
politics and aesthetics by drawing attention to how “crisis” has been subsumed into the depoliticised 
politics and the displacement of any sense of emancipation conceived as the construction of new 
capacities. Instead of a strong sense of change, in the form of political reordering and economic 
redistribution, the current (neoliberal) discourses cast their shadow backwards, to a catastrophe, or a 
crisis, while they define themselves endlessly within the same conformist logic avoiding a critique of the 
capitalist status quo. 
 
Following Rancière’s lead, I argue that, today, this inverted temporality extends not only to human 
rights discourse, but also to artworks, which begin to be indistinguishable from other colourful and 
sonorous social products. As such, they are incapable now of penetrating the dominant aesthetic 
sphere. The crisis is past, while the present is atoning for the past crisis; and, consequently, those 
groups identified as the forces of negation are either defeated or reconciled with the established 
system. The emancipatory, avant-garde projects (and deaestheticisation they demand) are reduced to 
being a pseudo-activity or a form of actionism in the Adornian sense. 
 
The discourse on the avant-garde must break away from this inscription contained in the capitalist 
politics of crisis, which glosses over the inadequations between the (artistic) object/practice and the 
given state of affairs structured according to those who govern/dominate the situation; or from a 
condition in which pragmatic philosophy defines the performative range of “crisis” as a mode of the 
radical analysis of activism and art.  
 
To substantiate this discussion, I will focus on select examples from Tadeusz Kantor’s practice exploring 
the idea of the existence-in-the-medium, expressing the commitment to seeing art as determinate 
negation (Herbert Marcuse), rather than as “crisis” integrated into the reproduction of the status quo. 
 
 
Michal Kobialka is Professor of Theatre in the Department of Theatre Arts & Dance at the University of 
Minnesota.  He has published over 100 articles, essays and reviews in the North American, South 
American, and European journals. He is the author of Further on, Nothing: Tadeusz Kantor’s Theatre 
(2009) and This Is My Body: Representational Practices in the Early Middle Ages (1999). He is the editor of 
A Journey through Other Spaces: Essays and Manifestos, 1944–1990 by Tadeusz Kantor (1993) and Of 
Borders and Thresholds: Theatre History, Practice, and Theory (1999); and he is the coeditor (with 
Barbara Hanawalt) of Medieval Practices of Space (2000); (with Rosemarie Bank) of Theatre/Performance 
Historiography: Time, Space, Matter (2015) and (with Natalia Zarzecka) of Tadeusz Kantor’s Memory: 





Stockholm University, Sweden 
 
Terrifying Beauty. Self-Performances between Art and Life in Leonor Fini’s Oeuvre  
This paper discusses the self-performative practices of the Surrealist artist Leonor Fini (1907-1996) in 
relation to strategies of self-protection, empowerment, fear and crisis management. Following the 
ideals of the Mannerist artist’s role, Fini made herself and her body an expansion of her painted 
artworks. She theatrically staged and lived her paintings through continuously dressing-up and creating 
herself in different roles as a way to experiment with what she called her own multiplicity and to 
liberate herself from anxieties and constrictions within her life and as a woman artist in a male 
dominated art world. Through spectacular self-designed costumes, masks and different ways of self-
stylisation, displayed in public performances at balls or social events and in photographic portraits 
taken by some of the time’s most prominent art and fashion photographers, Fini indulged in processes 
of self-transformation and liberating transgression. “Becoming” animals, hybrid creatures, archaic 
women characters and others, in her meticulous designs, she staged herself as a powerful woman artist 
resisting and subverting conventional gender roles and the notion of fixed identities. Interpreted 
through the thinking of Judith Butler, Gilles Deleuze, Erving Goffman and Michel Foucault, the case of 
Leonor Fini is highly relevant for discussing the interaction of performance and performativity in 
fashion and costume-related identity-construction and the negotiation of an avant-garde woman artist 
that performs as a strong and liberated subject through creating herself as a perfectly accomplished 
object of beauty and simultaneously a terrifying powerful creature. An investigation focusing on Fini’s 
most terrifying performances in photographic portraits related to narratives on her deliberately scaring 
practices in real life will furthermore show the important interdependency between artistic creation and 
self-creation as two interactive and almost inseparable processes in Fini’s work and life, multimedial 
processes supposed to overcome what could be called the crisis of being a woman artist in the 
Surrealist art world of the 1930s and 40s. 
 
 
Andrea Kollnitz is associate professor of art history in the Department of Culture and Aesthetics at 
Stockholm University and previously senior lecturer at the Centre for Fashion studies, Department of 
Media Studies, at Stockholm University. She received her PhD in art history department from 
Stockholm University with the dissertation “The National Identity of Art. On German and Austrian 
Modernism in Swedish Art Criticism 1908-1934” (2008), after which she pursued research projects and 
publications that combined areas of fashion studies and art history/visual culture. Her current research 
is focussed on Surrealism in Sweden; the self-fashioning of the avant-garde artist, especially the 
Surrealist Leonor Fini; nationalist visual and textual fashion and art discourse, fashion display in 
museums, fashion photography and caricature. She is the co-editor of the anthologies Fashion and 
Modernism (Bloomsbury 2018) and A Cultural History of the Avant-garde in the Nordic Countries vol. 2 





University of Ioannina, Greece 
 
Contesting French Supremacy in the arts: André de Ridder and Constructive Expressionism as a 
Cosmopolitan Nordic current 
 
This paper addresses centre-periphery dynamics in the case of Belgium and France, focussing on the 
“crisis” of Parisian centrality during the early interwar years. It discusses the writings of the Flemish art 
and literary critic André de Ridder, which centred around two main axes: firstly, the pronounced Belgian 
influence on French cultural supremacy over the centuries; and secondly, the concept Le Génie du Nord 
and the presentation of constructive expressionism as a cosmopolitan Nordic current. It is interesting to 
observe that constructive expressionism was not reduced to Flemish expressionism but included artists 
whose work carried the influence of a Nordic mentality, mingling French rationalism with Flemish 
expressionism, such as Raul Dufy, Gust de Smet, Ossip Zadkine, Edgard Tytgat, Josef Cantré, Fernand 
Léger, Marc Chagall, Louis Marcoussis, Giorgio de Chirico, Marcel Gromaire, Fritz Van den Berghe, 
Wassily Kandinsky etc. The term Le Génie du Nord (Genius of the North) became the title of De Ridder’s 
1925 book that mainly consisted of essays previously published in the art review Sélection, edited by De 
Ridder and Paul-Gustave van Hecke, between 1923 and 1924. Here, De Ridder insisted that France 
could not claim cultural autonomy throughout the centuries, as Nordic influence had always played a 
central role in the country’s cultural evolution. The paper concludes with the discussion of Sélection’s 
surveys on the reception of French painting in Belgium, compared to a series of surveys published in 
Parisian reviews dealing with the potential for development and autonomy of contemporary Belgian 
art. The paper seeks to identify the factors that led to the contestation of Parisian cultural centrality by 
neighbouring states after the Great War and the French response to this “crisis". 
 
 
Chara Kolokytha holds a PhD in Art History from Northumbria University (UK). She is an adjunct lecturer 
at the department of Fine Arts and Sciences of Art (University of Ioannina) and a post-doctoral Fellow 
of the Research Centre for the Humanities (RCH/KEAE) in Athens working on the project "Le Génie du 
Nord and Cosmopolitanism: An alternative cultural history of Western Europe between the wars". She 
has held research positions in Paris (Labex CAP/Sorbonne), Athens (EFA) and Berlin (Stiftung Arp e. V.). 
Her thesis focused on aspects of independent art in France through the example of the artistic and 
commercial networks associated with the activities of the art review, gallery and publishing house 





University of Freiburg, Germany 
 
The Crisis of the Beautiful: A Trans-European study on the meaning of the Beautiful in the late 19th 
century  
 
In 2015 Buyng-Chul Han pleaded for the Salvation of the Beautiful because it has become smooth and 
noncommittal in our contemporary world: “[the beautiful] is no longer an event of truth. No ontological 
difference, no Eros protects it from consumption.” (Han 2015) Another plea for the importance of the 
beautiful was made 2019 with the exhibition Beauty by Sagmeister & Walsh in Vienna and Frankfurt. 
The curators developed an exhibition where they wanted to prove that beauty is not just a function, but 
that it made things work better in general: “… we all feel better and behave better when we are in 
beautiful areas, but today beauty is mostly just an insult.” 
 
Such pleas from philosophy and design are reminiscent of modernist aspirations of the Arts & Crafts 
(1880-1920) movement established by William Morris, as an offspring of the British Art for Art’s Sake 
movement, which also focussed on beauty. Morris and his companions were convinced that people 
should be surrounded by beauty in order to be happier and more productive. Without doubt, beauty 
was a central concern in the 19th century, especially in its second half. Sagmeister & Walsh prove 
empirically that the discourse on beauty was very pronounced in this period. 
 
Modernity is thus characterised by a renewed sense of purpose for the beautiful, but also its perpetual 
crisis. There have been numerous accounts of the contemporary crisis of beauty ever since, such as 
Dave Hickey’s 2009 book, The Invisible Dragon: Essays on Beauty, and they are often accompanied by 
the claim that we are about to witness a return to beauty. Beauty it seems is always about to return, but 
always remains in crisis because we overlook it, or it cannot find its place. The aim of this paper is to 
discuss what exactly beauty meant for the modern artists close to the l’art pour l’art/art for art’s sake 
position in the late 19th century. As is well known, beauty was central to their work. Therefore I want to 
examine different artistic statements and aesthetic programmes by Dante Gabriel Rossetti (England), 
Mikhail Vrubel (Russia) and Heinrich Vogeler (Germany). What was the function of beauty? How was it 
defined? And did it really lose its importance with the beginning of the avant-garde movements, as is 
so often claimed?  
 
 
Elena Korowin studied Art Science, Media Theory, Philosophy and Curatorial Studies at the University of 
Arts and Design (HfG) Karlsruhe, Germany. In 2013 she received her PhD in Art Science, presenting her 
thesis “Russian Boom. Art Exhibitions as Means of Diplomacy between USSR and West Germany 1970-
1990”. It was awarded by the Institute of Foreign Relations (ifa) with the Research Award on Cultural 
Diplomacy 2016. Since 2012, she has been a lecturer at the Institute for Art Science and Media Theory in 
Karlsruhe, and since 2008, she has presented lectures at numerous international symposiums and 
colloquiums around Europe including Basel, Berlin, Madrid, Munich, Moscow, Vienna, Warsaw. As 
editor and researcher, her articles on Vladimir Tatlin, Teresa Margolles, and the political 
instrumentalisation of aesthetic practice can be found in various online and print media. She has also 
worked as a curatorial assistant at the Staatliche Kunsthalle Baden-Baden and at the Russian State 
Museum of St- Petersburg. Dr. Korowin currently has a postdoc-position at Internationales 






Jagiellonian University, Poland 
 
The True End of the Age of Theatre. Death on a Pear Tree by Witold Wandurski and the Post-War Crisis 
of European Culture 
 
Death on a Pear tree is the best known theatre work by Witold Wandurski — one of the most 
important figures of the Polish Avant-garde. As a poet, dramatist, theatre director, and communist 
activist he fought against capitalism and its associated “bourgeois” art. Inspired mainly by Soviet 
Constructivism, he developed his own unique theatre ideas and practices. At the core of his work there 
was a project to change the theatre from the inside by introducing new workers’ audiences, and by a 
“queer” use of well-known stories and modes of representation. Wandurski wanted to engage his 
audience in the process of overtaking and reinterpreting the stories to reveal their hidden class 
background, and to destroy the schemes supporting the capitalist regimes of knowledge. 
 
Death on a Pear Tree, performed for the first time in the Słowacki Theatre in Krakow in 1925, was a clear 
example of this very strategy, however, in this case it was created by the author himself as an act of 
destruction of bourgeois theatre: performed in its very own theatre, and through its own means. In this 
representational building, in the centre of a highly bourgeois city, Wandurski and the director 
Stanisława Wysocka created a performance that used an “innocent” folk tale about Death, who is jailed 
on a pear tree and is no longer able to kill, as a tool for provocation and profanation against such 
“sacred” social values connected with war, which revealed a deep crisis in European civilisation and its 
theatre. During the course of my presentation I will show how this was achieved, and at the same time 
attempt to develop an interpretation of the post-war crisis as a crisis of an accepted model of the 
“theatre of life”, founded on the hidden “theatre of death." 
 
 
Dariusz Kosiński is a professor in the Performance Studies Department of Jagiellonian University in 
Cracow; research director of the Grotowski Institute in Wrocław (2010-2013); member of the editorial 
board of Jerzy Grotowski’s collected texts; and research director of the Raszewski Theatre Institute in 
Warsaw (2014-2018). Author of the history of Polish theatre and performances Teatra polskie. Historie 
[Polish Theatres. The Histories; also published in German, Chinese, Russian and English] (2010), three 
books on the theatre of Jerzy Grotowski and analyses of Polish social performances including a book 
on the catastrophe of the presidential plane in Smolensk Teatra polskie. Rok katastrofy [Polish Theatres. 





Indiana University, USA 
 
Chorus and Crisis 
 
My contribution seeks to examine crisis from a theatre-theoretical perspective. Based on Einar Schleef’s 
book-length essay Droge Faust Parsifal I connect the displacement of the chorus in modern European 
theatre and specifically Weimar classicism to an aesthetic of crisis. The forceful rejection of the chorus 
and consequently the female in favour of the individual celebrated the Männerbund as an exclusive way 
of being-together. Schleef instead wants to reintroduce the Chor-Körper that he defines as a sphere of 
healing. According to Schleef, this powerful character of the chorus evolves through the relationship 
between human bodies and landscape. My contribution will thus focus on relationships, coexistence, 
and interdependence and ask how they appear in contemporary performances to transform the body 
in crisis into a coexisting body. 
 
 
Teresa Kovacs is Assistant Professor at the Department of Germanic Studies at Indiana University. Her 
current book project deals with theatre and performance in times of “liquid modernity” and will focus 
on directors and playwrights like Heiner Müller, Elfriede Jelinek, Christoph Schlingensief, Heiner 
Goebbels. Recent publications include: Drama als Störung. Elfriede Jelineks Konzept des 
Sekundärdramas (transcript 2016), Postdramatic Theatre as Transcultural Theatre (Narr 2018, co-ed. with 
Koku Nonoa), Schlingensief-Handbuch (in preparation, Metzler 2020, co-ed. with Peter Scheinpflug and 




Humboldt Universität Berlin, Germany 
 
Die Hörbarkeit der Poesie und ihr Alltag: zum Zusammenhang verschiedener Krisendiskurse in der 
russischen Avantgarde  
Der vorliegende Beitrag bearbeitet Spezifiken des avandgardistischen Krisendiskurses durch die 
Beleuchtung zweier verschiedener Ausdrucksformen des Krisenhaften exemplarisch in der Literatur der 
russischen Avantgarde heraus.  
Zum einen handelt es sich dabei um die in den 1920er Jahren in der Sowjetunion geführte Debatte 
über den Gegensatz zwischen der akustischen und der graphischen Dimension der Literatur. Diese 
Debatte, deren Kontext im weiteren Sinne die Sprachkrise der Moderne mit ihrer Diagnose eines aus 
der journalistischen Massenpresse resultierenden Sprachverschleißes, im engeren Sinne die 
postrevolutionäre Krise des Buchdrucks und des Literaturbetriebs als Ganzem bildet, kulminiert u.A. in 
der Forderung Majakovskijs nach einem allen Dichter*innen zustehenden Recht auf eine 
Schallplattenaufzeichnung ihrer Gedichtrezitationen. Die damit einhergehende Infragestellung des bis 
dahin unbestrittenen medialen Primats der Schrift für die Literatur zeugt von einem spezifischen 
Krisenverständnis, das in einer einseitig auf das Schriftliche konzentrierten literarischen Praxis das 
Symptom einer zu überwindenden repressiven Kultur des Abstrakten erblickt.  
 
Parallel zu dieser medientheoretischen Debatte verweist zum andern der ‚byt-Diskurs‘ der russischen 
Avantgarde - das von Jakobson als unübersetzbar bezeichnete russische Wort byt steht für ‚Alltag‘, 
‚Lebensgewohnheiten‘ - auf die von dieser angestrebte Aufhebung des Gegensatzes zwischen 
autonomer Kunst und fremdbestimmter Lebensrealität – wobei beide Seiten dieses Gegensatzes hier 
als Krisenphänomene begriffen werden. Verbindungen zur oben genannten Debatte um die Medialität 
der Literatur finden sich dabei auf verschiedenen Ebenen: so etwa in Majakovskijs poetischer 
Appropriation alltags- und umgangssprachlicher Diktion oder überhaupt im Anspruch, über die 
physisch-akustische Realisierung der Literatur im öffentlichen Raum der Straße unmittelbar in den 
Alltag hineinwirken zu können. Im Hinblick auf Peter Bürgers These vom Scheitern der Avantgarde und 
die Frage, ob die Avantgarde Auswege aus der/n Krise/n der Moderne aufgezeigt hat oder diese 
vielmehr umgekehrt erschwert hat, sind verschiedene mit der Kategorie des ‚Alltags‘ verbundene 
eigene  
 
Krisenverständnisse der Avantgarde in der Forschung als ausschlaggebend bewertet worden. Die Rolle, 
die die klangliche Dimension der Literatur innerhalb dieser Krisenverständnisse spielt, blieb dabei 
hingegen bisher unberücksichtigt. Dies soll sich mit dem vorliegenden Beitrag ändern.  
 
 
Roman Kowert. Geboren 1986. Studium der Germanistik, Slavistik und Komparatistik an den 
Universitäten Göttingen und FU Berlin. 2017 Lehrauftrag an der HU Berlin, Seminar zum Thema 
„Theater und Öffentlichkeit“. Seit 2019 Doktorand der Slawistik und Komparatistik am Institut für 
Slawistik und Hungarologie der HU Berlin. 01-06/2020 Forschungsaufenthalt am Institut für Philologie 




Goldsmiths University of London, England 
 
The Dada Almanac and Revolutionary Time 
 
The question of time is a privileged object of Dadaist intervention, and I propose to examine it in 
relation to the Dada Almanach, edited by Richard Huelsenbeck one hundred years ago, in 1920. More 
than merely being a compilation of Dada texts and documents, Huelsenbeck’s almanac draws on — 
and parodies — an established literary genre that organises new literary writing against the backdrop 
of the calendar year. Moreover, many significant texts within the Dada Almanac regard Dada itself as a 
temporal movement, situating it in a complex, and sometimes even contradictory relationship to times 
past, present and future. The Almanac presents Dada’s manipulation of temporal order and sequential 
unfolding in, for example, Tzara’s chronology of the movement, Huelsenbeck’s epistemology and 
aesthetics of Dadaist simultaneity, and Baader and Mehring’s narratives of Dadaist revolutions. Yet 
there seems to be more at stake in the Almanac than showcasing Dada’s playful intervention into the 
perceived “crisis” of temporal order against the real backdrop of political revolution and upheaval. But 
what do these alternative notions of revolutionary time in the Almanac propose or present? Answers to 
that question, I will suggest, lie in Dada’s combination of an aesthetic understanding of revolution with 
a political one (a vitalist simultaneity on the one hand; a sudden rupture that makes visible the 
underlying vectors of world history on the other), with particular configurations of that combination 
enabling a mobile notion of "revolutionary time" to emerge as an event in a revolving scheme that 




Andreas Kramer is Professor of German and Comparative Literature at Goldsmiths, University of 
London. He has written widely on Expressionism, Dada and the avant-garde. Recent publications 
include a monograph on literary Expressionism and sport (Göttingen: Vandenhoeck & Ruprecht, 2019), 
an article on Sport and Expressionist Art (International Journal of the History of Sport, 2019), an essay on 
Carl Einstein (in Mark Gelber & Sami Sjöberg, eds., Jewish Aspects in Avant-Garde, de Gruyter, 2017) and 
an essay entitled “Geographies of Futurism: Mapping the First Avant-Garde” (in John London, ed., One 
Hundred Years of Futurism; Intellect Books 2017). Forthcoming work includes: Sport and the European 
Avant-Garde, 1900-1945 (co-ed.with Przsemyslaw Strożek, Brill) and “‘Dada Smells Like Nothing’: 
Sniffing out the Dada Corpus.” In: Olfactory Evaluation: Smells and Social Life in English, French and 





Zurich University of the Arts, Switzerland 
 
“Ich lebe hier im Schweizer Kunstgewerbe”. The Discrimination of Craftswomen within the Avant-Garde: 
the Case of Sophie Taeuber-Arp. 
 
When Sophie Taeuber-Arp started her career as a craftswoman in Zurich in 1915, it seemed as if a 
prosperous climate of so-called equality between the applied arts and the free arts was starting to 
emerge. Hans Arp exhibited his embroideries next to Adya and Otto van Rees in the Tanner Gallery as 
he also founded Dadaism together with Hugo Ball, Emmy Hennings, Marcel Janco and Tristan Tzara in 
1916. In Dadaism the traditional definition of the concept of art was not only critically questioned but 
also “smashed.” 
 
As avant-gardists of their time, Dadaists encouraged both the destruction of tradition as well as the 
purification of the medium (heading towards abstraction) while at the same time holding on to old 
habits in their disdain of female craftsmanship. While Arp’s textile designs were almost immediately 
considered as art by the Dadaists — the overwhelming majority of whom were male — it took until 
1918 for Sophie Taeuber-Arp to be recognised as an artist through the creation of her marionettes for 
King Stag. The Dadaists did not consider them as “toys” but as full-fledged sculptures, thereby 
orientating themselves in relation to the traditional art historical system of categories that they 
otherwise sought to reject for themselves. This example  was often repeated, and not only in the case 
of Taeuber-Arp. 
 
The objective of this contribution is to expose the continued existence of the hierarchy of categories 
between the applied and the free arts — a contradiction that is not only inherent to this movement — 
and to present as an example the problematic reception of the work of the artist Sophie Taeuber-Arp 
and the consequences resulting from this. 
 
 
Walburga Krupp was curator of the Stiftung Hans Arp und Sophie Taeuber-Arp e.V. for many years, 
and is currently associate editor of Sophie Taeuber-Arp’s letters (a project within the Zürcher 
Hochschule der Künste) and co-curator of the exhibition Taeuber-Arp: Living Abstraction, that will start 
in the Museum of Modern Art in New York from the first of November 2020, subsequently traveling to 





University of Warsaw, Poland 
 
Sounds of Crisis in Polish Prose from the Turn of 19th and 20th Centuries 
 
In my presentation I would like to discuss the connection between describing sounds and presenting 
crisis in the literature of early modernism. As researchers pointed out, it was a time of rapid change 
associated with the constitution of the modern world andwhich resulted, among other things, in the 
crisis of our culture (R. Scheppard, Modernism – Dada – Postmodernism). The human audio 
environment had also transformed. As a consequence of the industrial revolution, new sound spaces 
were created (for example, cities and factories), as well as inventions (the telephone or phonograph) (J. 
Sterne, The Audible Past. Cultural Origins of Sound Reproduction). These changes contributed to the 
development of a process of perceiving one’s own identity in relation to hearing, a process also 
reflected in the literature of that period (S. Connor, Sound and the Self, in: Hearing History. A Reader, 
ed. M. M. Smith). Using the example of Polish prose from the turn of 19th and 20th centuries, I would 
therefore like to show that the manner of describing sounds in works from that period was connected 
to the fundamental modernist experience: the experience of crisis. Presenting its various types like the 
identity crisis or the crisis of modern society, writers referred to sounds of humankind’s activity, mainly 
sounds of the industrial world and bodily noises. One of the examples is the novel Vampire (1911) by 
Władysław Reymont, Nobel Prize laureate. The writer created a story of a man, who tries to overcome 
his identity crisis. In this novel, the amazing sounds of the misty city are a sign of the decay of the 
protagonist’s psyche. Thanks to analysing works of Reymont and other Polish writers (for example, 
Maria Komornicka, Wacław Berent, Zofia Nałkowska, Stanisław Przybyszewski) I am able to show how 
and when describing sounds in literature can become the artistic language of crisis. 
 
 
Magdalena Krzyżanowska is a graduate of master’s studies at the University of Warsaw in the field of 
Polish studies and philosophy and currently a PhD student at the Institute of Polish Literature at the 
University of Warsaw. She is the author of published articles and conference speeches discussing issues 
of subjectivity and sound in Polish literary works, for example, “In Search of a Cure for Melancholia. The 
Attitude of a Listener in ‘Among the Forest' by Adam Asnyk”, Lublin Studies in Modern Languages and 





Museum Barberini, Germany 
 
The Soviet Group October on the Edge of the Project of the Avant-Garde 
 
Between 1928 and 1935, the Soviet association October was publicly declared a symptom of the crisis in 
Art on its way to becoming a proletarian form of expression. At the same time, representatives of 
October,  the second largest association of artists in the Soviet Union, had themselves declared a crisis 
in Art and offered their own progressiveness as a means to overcome it. This article aims to address 
this paradoxical moment, using the written and artistic contributions published in journals and 
magazines of the 1930s in the Soviet Union as examples to clarify the different degrees of scope and 
understanding of a crisis in the “sphere of art”, immediately before the proclamation of the dogma of 
Socialist Realism as the last step in political centralisation. In this way, I will  elucidate the dynamic that 
emerged as a result of a state-prescribed mode of “criticism and self-criticism”, one that has rarely 
been described in relation to the period of early Stalinism or previously associated with notions of the 
avant-garde. 
 
The modernist association October was founded in 1928 by the influential art scholars and some of the 
leading representatives of the Russian avant-garde. At the core of its programme was the orientation 
of new media to the needs of the workers, to raise the “ideological and cultural level[s]” of the new 
working and peasant classes. The slogan “art into the masses” was to shift to “art of the masses”. 
According to proponents of unification, however, the realisation of this aim, the creation of a truly 
socialist art, was only possible through the propagation of a single artistic path. In this context, the 
paper also addresses the question of what role the the October group, in its avant-garde dynamics , 
played in the development and implementation of a state-directed art form.  
 
 
Valerija Kuzema, born 1989 in Krasnoarmeisk (Ukraine), is an Art Historian. she studied Art History and 
Eastern European History in Leipzig, Winnipeg (Canada) and in Berlin. Her main areas of work include 
the Russian avant-garde and the art debates of early Stalinism as well as the Architecture and Art of the 
GDR era. From 2016 she worked in various fields at the Museum Barberini and from 2018 to January 
2020 as a research assistant, for example, in the preparations for the symposium on the exhibition 
“Impressionism in Russia. Dawn of the Avant-Garde” (November 14, 2019). For the anthology 100 Years 
Bauhaus. Vielfalt, Konflikt, Wirkung (Berlin 2019), she wrote the contribution “Ein Russland-Import? 
Wassily Kandinsky’s Lehre am Bauhaus”. She is currently preparing her dissertation project with the 






University of Copenhagen, Denmark 
 
The Productivity of Crisis in the Œuvres of Rem Koolhaas, Patrik Schumacher and Bjarke Ingels: A 
Comparative Cultural Diagnosis of Contemporary Architecture 
 
“Architecture has been popular in recent years. Ironically, however, its growing popularity is inversely 
proportional to the increasing sense of political powerlessness and cultural disillusionment many 
architects feel about their effective contribution to the built world.” This 2011 statement by Pier Vittorio 
Aureli is only one of many contemporary affirmations of a general state of crisis in architecture. This 
paper, however, zooms in on a particular aspect of crisis in architecture: the cultural productivity of 
crisis. Rem Koolhaas, Patrik Schumacher and Bjarke Ingels have acknowledged crisis in their work. 
Furthermore, all three have variously been linked to avant-gardism, modernism and commercialism. By 
identifying the productive presence of crisis in the oeuvres of these architects, this paper seeks to 
register a spectrum of modernist attitudes to crisis active in contemporary architecture. It does so by 
filtering the œuvres of these architects through the theoretical lenses provided by Hilde Heynen and 
Christoph Menke. 
 
Koolhaas sees the agency of the architect as “a mixture of omnipotence and impotence, a poisonous 
oscillation between the two”. Conversely, in his understanding of the condition of crisis, Patrik 
Schumacher declares that he would like to rid modernity of its distressing “uncertainty”. Lastly, Bjarke 
Ingels claims that “we should be able to incorporate all the input, to accommodate the concerns and 
demands that resolve the conflicts and contradictions of society trying to express itself”.All three 
architects have faced negative interpretations of their positions. Marco Biraghi argues that “Koolhaas’s 
surfism is postmodern, capable of feeding on contradictions and turning crisis to his advantage”, Marc 
Foster Gage finds that Schumacher’s “Parametricism” fails due to ‘its formal and philosophical 
conservativeness’ and Justin Fowler identifies a “coupling of populism and Machiavellian 
exceptionalism" in Ingels’s message. Such critiques will also be taken into account in this exploration of 
crisis in contemporary architecture. 
 
 
Kasper Lægring is an architectural theorist and an External Lecturer at the University of Copenhagen. 
He holds degrees in Architecture (PhD, Royal Danish Academy of Fine Art, School of Architecture; MS, 
University of Pennsylvania) and Art History (Mag.art. and BA, University of Copenhagen). He is the 
recipient of the Gold Medal of the University of Copenhagen and has received a Fulbright Scholarship, 
a Thanks to Scandinavia Scholarship and scholarships from the ZEIT-Stiftung Ebelin und Gerd Bucerius 
and the Stiftung Bibliothek Werner Oechslin. His research interests broadly include meaning in 
architecture, the aesthetic experience of architecture, architecture and modernity and the emergence 
of the modern metropolis, and he has lectured, chaired conference sessions and published on these 
topics. His articles have appeared in Architecture and Culture, Cloud-Cuckoo-Land: International Journal 
of Architectural Theory, JOELHO - Journal of Architectural Culture, Nordic Journal of Architectural 





Université de Lorraine et l’Université d’Augsbourg, France 
 
Exploitation littéraire d’une masculinité en crise : le roman de dé-formation dada. 
 
« Et si la virilité était l’objet d’un deuil sans fin ? »[1] Olivia Gazalé – comme de nombreux chercheurs – 
souligne la continuité d’un discours de crise sur la masculinité depuis l’Antiquité grecque. Cette 
préoccupation ininterrompue a fait, depuis, régulièrement l’objet de l’attention de nombreux hommes, 
penseurs ou écrivains. Le mouvement Dada – dans son entreprise de destruction de la culture 
bourgeoise – s’est également interrogé sur la perception du prisme masculin/féminin. Si les 
travestissements de Marcel Duchamp ou de Francis Picabia sont les plus connus sur le plan artistique, 
ces remises en question ont également eu lieu dans la littérature produite par les membres du 
mouvement. 
 
Nous appuyant sur le petit corpus de romans laissé par Dada (romans principalement de langue 
française et allemande), nous souhaiterions conduire une analyse de l’exploitation littéraire de cette 
crise identitaire. Cette analyse nous amènera à évoquer une seconde crise, celle du genre du roman, à 
laquelle nos œuvres participent. En effet, selon le mode d’action dadaïste du détournement et de la 
parodie, la corruption d’une forme romanesque classique, le roman de formation, apparaît à plusieurs 
reprises dans le corpus. 
 
Ces romans de déformation dadaïstes deviennent alors l’expression esthétique de cette double crise 
identitaire et littéraire. S’ils sont clairvoyants sur leur société et leur époque, les dadaïstes n’apportent 
pas ou peu de solutions, ce qui soulève une interrogation sur les limites de cette crise. Jusqu’où est-il 
possible de déconstruire sa propre identité ? Malgré la volonté inhérente au mouvement de faire table 
rase des valeurs bourgeoises, la remise en question de la construction masculine semble conduire à 
une limite. Tout en constatant la crise, les romans semblent incapables d’y remédier et de proposer des 
alternatives, leurs héros subissant voire choisissant un destin tragique. 
 




Chloé Lamaire est doctorante des universités de Lorraine et d’Augsbourg depuis 2018. Sa thèse porte 
sur le mouvement dada et plus particulièrement sur les quelques romans produits par les auteurs 
germanophones et francophones du mouvement. Elle a également travaillé sur la conception de 
l’Europe de Pierre Drieu la Rochelle, sa réception littéraire auprès du mouvement politique de la 
Nouvelle droite allemande (un article est en cours de parution) ainsi que sur les interactions entre 
l’écriture et la danse. Elle est actuellement employée comme collaboratrice scientifique à la chaire de 





Universidade Nova de Lisboa, Portugal 
 
A Printmaking School in Italy: Liliana Porter’s teaching activities in Valdottavo 
 
In 1964, Argentinean artist Liliana Porter moved to New York where she studied printmaking at the 
Pratt Graphic Arts Centre. There, she met fellow student Luis Camnitzer, from Uruguay, with whom she 
co-founded, along with Venezuelan artist José Guillermo Castillo, the New York Graphic Workshop 
(1965-70). The workshop itself was envisioned from the beginning as a collective space in which to 
discuss and rethink printmaking, with an emphasis on reproducibility and on the development of a 
conceptual approach to engraving. Besides being a working and meeting place, printmaking classes 
were held at the workshop and Porter acted as an instructor. Drawing on this experience, in 1974 Porter 
and Camnitzer, a married couple at that time, bought a house in Valdottavo, a village close to the city 
of Lucca, in Italy, where they began to teach engraving to small groups of students, especially during 
the summer. The school, then called the Studio Camnitzer-Porter, later became the Camnitzer Studio 
after couple’s separation. 
 
This intervention aims to explore Porter’s teaching activity in Valdottavo between 1974 and 1977, with a 
particular emphasis on how her challenging ideas concerning the crisis and renewal of printmaking 
reflected on her teaching methods and practice. Furthermore, by inscribing this educational experience 
in the context of the Italian art scene of the mid 1970s and of local art education, this paper seeks to 
map previously uncharted moments of dialogue as well as differences and conflicts. 
 
 
Giulia Lamoni (Italy/ Portugal) is FCT Researcher at the Instituto de História de Arte at Nova University 
in Lisbon (Portugal). Between 2016 and 2018 she was Visiting Assistant Professor in the Department of 
Art History of the same university. She holds a PhD in Aesthetics / Arts and Sciences of Art from the 
University of Paris I / Panthéon Sorbonne. Her texts have appeared in journals like Third Text, 
n.paradoxa: international feminist art journal and Manifesta Journal: Around Curatorial Practices, and in 
exhibition catalogues and books of museums like Centro de Arte Moderna / Gulbenkian Foundation, 
Centre Pompidou and Tate Modern. She co-curated, with Margarida Brito Alves and Filomena Serra, 
the exhibition Co-Habitar at Casa da América Latina in Lisbon (October 2016- January 2017) and 
curated a solo exhibition of artist Eugénia Mussa at Galeria Quadrum in Lisbon in 2017. In 2017, she was 
a Brooks International Fellow at Delfina Foundation and Tate Modern in London. She coordinates the 
research project “Artists and Radical Education in Latin America: 1960s-1970s” (2018-19), as Principal 
Researcher, co-coordinates the research line “Cultural Transfers in a Global Perspective” at the Instituto 
de História de Arte at Nova University in Lisbon (Portugal) and is a member of the project 
“Decentralized Modernities: Art, politics and counterculture in the transatlantic axis during the Cold 





Södertörn University, Sweden 
 
Reflect the Crises or Cure from it? – The Expressionist Debate in the 1930s 
 
This paper explores the importance of the notion of crises in the debate over Expressionism and 
Realism that took place in the Marxist German exile journal Das Wort in the 1930s, between several 
prominent Marxist thinkers and most notably Georg Lukacs, Ernst Bloch and Bertolt Brecht. Instead of 
looking at this debate as a question of artistic dogmas, I will focus on how these three writers configure 
the relation between the understanding of modern capitalist society as being in a state of crisis, or even 
driven by crises, and the possibility of an artistic response or critique to this. The debate started with an 
article by Lukacs, in which he attacked Expressionism as an artistic principle mainly for political reasons, 
that is, for its failure to formulate a proper response to the political development in Germany from the 
First World War onwards, and it was followed by Bloch who, to the contrary, defended it in its ability to 
reflect the fragmentarisation of society cause by capitalism. For both writers, the Marxist idea that 
capitalist society is driven by crises is crucial, and the difference is that whereas for Lukacs, art needs to 
provide the means to see through this capitalist logic and arguably only rather traditional forms of 
realism can do so, for Bloch, expressionism in particular and modernism in general contained a better 
critique of capitalism by reflecting the very experience of this logic – or even, how this logic effects 
experience as such. Interestingly enough, Brecht provided a third path, by staging both the experience 
of society in its contradictions and its critique in the montage form, which he argued to be a new and 
modernist form of realism.  
 
 
Tora Lane has a PhD in Russian Literature and is associate professor in comparative literature and 
research leader at CBEES, Södertörn University. She specialises in Russian modernism and Soviet 
literature. She has published several articles on the poetry of Tsvetaeva, the prose of Andrei Platonov, 
and on aesthetic issues related to Soviet literature. Her publications include Rendering the Sublime: A 
Reading of the Fairy Tale Poem “The Swain” by Marina Cvetaeva (2009) (dissertation), Dis-orientations: 
Philosophy, Literature, and the Lost Grounds of Modernity (eds. with Marcia Sá Cavalcante Schuback) 





University of North Carolina, USA 
 
“Fickt weiter!”: Schernikau and Productive Risk in the Crisis 
 
This presentation will interrogate productive risk in the context of the AIDS crisis, through the prose of 
Ronald Schernikau, a laconic avant-gardist whose work lingered on the subjunctive mood. In the 
darkest days of the AIDS epidemic, activists focussed on the crisis of bodies and bodily pleasures by 
celebrating gay men’s sexuality, in general, and the rectum, in particular. But for Leo Bersani, the gay 
body was most dangerous in terms of its ascetic jouissance. This unequivocal anti-communitarian 
impulse—he jettisons “communal virtues” in fucking—is what Schernikaus resisted. “Fickt weiter,” he 
decreed in 1984. Whereas Bersani saw in the homosexual’s anus a productive risk of “self-dismissal” 
that needed no other, Schernikau not only championed a politics of risky sex as a necessary technique 
for association with other queers but he also mined poetically this risk as the condition of possibility for 
being together in the first place. 
 
 
Richard Langston is Professor of German at the University of North Carolina at Chapel Hill. His book 
Dark Matter: A Guide to Alexander Kluge and Oskar Negt (Verso, 2020) queries the role of gravitational 
thinking in the philosophical collaborations of Negt and Kluge and Kluge’s aesthetic practice in film, 
literature, and television. Visions of Violence: German Avant-Garde after Fascism (Northwestern, 2008) 
charts the afterlife of the historical avant-garde from the exilic condition to neoliberalism. He is the 
editor of Difference and Orientation: An Alexander Kluge Reader (Cornell, 2019), co-editor of the 





University of St. Andrews, UK 
 
The Interface between “Crisis” and “Excess" in the Work of José Ortega y Gasset’ 
 
Spanish culture between 1914 and the end of the Civil War in 1939 can hardly be understood without 
taking into account José Ortega y Gasset’s work as a philosopher, founder and general editor of Revista 
de Occidente (1923-1936), as a regular contributor to the Spanish press, and a cultural agitator. The 
notion of crisis is at the heart of his critique of the Restoration regime in “Vieja y nueva política” [Old 
and New Politics] (1914) and post-imperial Spain in España invertebrada [Invertebrate Spain] (1921); his 
views on European civilisation as expounded in El tema de nuestro tiempo [The Theme of Our Time] 
(1923); his seminal essays on avant-garde aesthetics of the mid-1920s (“La deshumanización del arte” 
[The Dehumanization of Art], “Ideas sobre la novela’”[Ideas on the Novel]); or, in the words of John 
Carey, “[t]he classic intellectual account of the advent of mass culture in the early twentieth century” 
that he produced in La rebelión de las masas [The Revolt of the Masses] (1930). This paper will analyse 
how the notion of “crisis” in Ortega’s work intersects with, even merges into, that of “excess" in his 
devastating critique of a defunct Spanish body politic, his dismissal of 19th-century artistic and literary 
forms on the grounds that they were too “human”, as well as his reaction to the rise of the masses and 
mass culture in the 19th century and early 20th century, and, more, specifically, his definition of “mass-
man”.      
 
 
Jordi Larios is Professor of Spanish at the University of St Andrews. Previously, he taught at Cardiff 
University and Queen Mary University of London, where he was the Director of the Centre for Catalan 
Studies. He has written on twentieth-century Catalan literature and culture (Joan Miró, Josep Pla, 
Llorenç Villalonga) as well as twentieth-century Spanish literature (Luis Cernuda, Benjamín Jarnés, Pedro 
Salinas). He has published four collections of poetry and has translated into Catalan works by Robert 




Larson Lindal, Johan 
Linköping University, Sweden 
 
A Crisis of Contemporary Music: Ernst Křenek’s Third String Quartet as Progress and Dissolution in 
European Musical Life 1923-1939. 
 
This paper aims to propose a framework for analysing contemporary European avant-garde musical 
works as projection surfaces for tropes of crisis during the interwar period. The reception, 
documentation, and dissemination of one particular work is analysed through two ideal type aspects of 
“crisis” as a 19th and 20th century historical concept understood by historian Reinhart Koselleck: crisis 
as dissolution of an orderly past or crisis as an integral and irreversible feature of progress. 
 
Proceeding from the 1922 genesis of the International Society for Contemporary Music (ISCM) and its 
annual festivals from 1923 onwards, the paper follows the trajectory of Austrian-Czech composer Ernst 
Křenek’s Third String Quartet (Op. 20). Finished and first performed in 1923, this work was published in 
1924 and recorded in 1925. As a work disseminated through the ISCM, it immediately attained 
connotations of internationalism, compositional innovation, and breakaway from musical tradition. 
The paper studies the third string quartet in musical reception, performance, musical journals, 
publishing, and collecting activities in Austria, Germany, the United Kingdom, and France between 
1923-1939. It is observed during a period in which different musical ontologies contested and 
contradicted one another in the fields of copyright, music criticism and aesthetic debate, and cultural 
policy. This historical context offers several overarching dimensions and positions: geographical-
aesthetic (Latin, Central European, and Anglo-Saxon musical traditions); juridical-idealistic (French 
composer’s rights or droit moral, Anglo-Saxon copyright, and a Nazi-Fascist “middle way” of musical 
legislation); nationalism vs. internationalism; the practical and musical-ontological implications of 
modern music technology; artistic autonomy vs. authoritarianism. All these dimensions did, to various 
degrees, affect the projection of contradicting crisis tropes to the third string quartet and its 
contemporary peers. The paper will hopefully contribute to the possibilities of studying musical works 
as contextually transcendent entities.  
 
 
Johan Larson Lindal is pursuing doctoral research in culture & society at Linköping University, Sweden. 
He is based at Tema Q, a centre for interdisciplinary studies of culture, arts, and society. He has an MA 
in History at Stockholm University, and has presented papers at the Royal Geographic Society’s annual 
conference in London and International Transdisciplinarity Conference in Gothenburg. His dissertation 





University of St. Andrews, Scotland 
 
Excess, Crisis and French Avant-Gardes 
 
How have engagement with, and reactions to, the notion of excess as it emerged from the romantic 
context, that is, in relation both with the Sublime and the question of lyricism, shaped French 20thh-
century poetic avant-gardes? This paper will address this issue by drawing on the version of 
romanticism proposed by Jacques Rancière through his conception of the politics of aesthetics (Le 
Partage du sensible [2000] and La Politique de la littérature [2007]). It will examine how poetic crisis can 
be understood with regard to the way authors and artists contend not only with the world and 
subjectivity as “exceeding” the very possibilities of representation, but also with what Rancière refers to 
as the “excess of words” in his theorisation of the aesthetic regime. As he puts it: “excess is not 
numeric”, but “[i]t is defined in relation to a supposed harmony between the body count and the tally 
of words and their meanings” (“Literary Misunderstandin”g, 2005). In light of the trajectory that leads 
from Mallarmé’s poems’ flight toward silence to Philippe Beck’s Poésies didactiques, this paper will seek 
to unpack the articulation between crisis and excess. This articulation will be explored in the context of 
avant-gardes envisaged as ways of exercising dissensus and therefore of partaking in politics when 
politics is not only conceived in terms of commitment, but as the possibility of “re-configuration of the 
common experience of the sensible” (Dissensus [2010]).  
 
 
Elodie Laügt is Senior Lecturer in French at the University of St Andrews. She is co-director of the 
Centre for Poetic Innovation (University of Dundee, University of St Andrews). Her first monograph is 
entitled L’Orient du signe: rêves et dérives chez V. Segalen, H. Michaux et E. Cioran (Peter Lang, 2008). 
More recently she has published in French Forum and L’Esprit créateur. Her second monograph, Figures 





Université de Montréal, Canada 
 
Crise de la critique ou crise de la musique ? Émile Vuillermoz face à l’avant-garde musicale de l’entre-
deux-guerres 
 
Le critique et musicographe Émile Vuillermoz (1878-1960) est une figure majeure de la vie musicale 
française du XXe siècle. Le corpus de ses écrits est colossal : environ 9 000 articles ou billets publiés 
dans plus de 150 organes de presse entre 1899 et 1960. Ancien étudiant en composition au 
Conservatoire de Paris, Vuillermoz se fait d’abord connaître comme un militant de l’avant-garde 
musicale parisienne de la Belle Époque, et sera un partisan de la musique de Gabriel Fauré, Claude 
Debussy et Maurice Ravel tout au long de sa carrière. 
 
Dans l’entre-deux-guerres, Vuillermoz est un farouche opposant d’une musique qu’il perçoit comme 
anti-debussyste, notamment celle du groupe des Six. C’est dans un esprit de nostalgie pour la musique 
« impressionniste » qu’il écrit « La crise de la critique », une série de trois articles dans l’hebdomadaire 
L’Impartial français en 1923[1]. La crise que Vuillermoz diagnostique dérive de l’incapacité de la critique 
contemporaine à porter un jugement éclairé permettant de « guider l’opinion et faire […] la police de 
notre esthétique ». Il identifie plusieurs causes de cette crise : les courts délais de publication, une perte 
d’autorité du critique en manque de compétences techniques ; mais surtout, « ce qui pose aux 
observateurs des problèmes nouveaux et intimidants, c’est tout simplement la musique » qui serait 
désormais trop théorique et pas assez intuitive. 
 
Dans cette communication, nous démontrerons dans un premier temps que la « crise de la critique » 
évoquée par Vuillermoz en 1923 semble surtout être une stratégie argumentative pour discréditer la 
nouvelle avant-garde musicale. Dans un second temps, nous expliquerons comment cette « crise de la 
critique » d’abord rhétorique devient réelle aux yeux de Vuillermoz dans les années 1930 : les nouvelles 
trajectoires de la musique relègueraient le critique au rôle de pédagogue et non plus de législateur du 
goût. 
 
[1] Émile Vuillermoz, « Chronique musicale. La crise de la critique », L’Impartial français, série B, vol. 3, 
n° 42, 6 octobre 1923, p. 9 ; n° 43, 13 octobre 1923, p. 9 ; n° 44, 20 octobre 1923, p. 8. 
 
 
Marie-Pier Leduc est doctorante en musicologie à l’Université de Montréal en cotutelle avec l’Université 
libre de Bruxelles (bourse Joseph-Armand-Bombardier du CRSH). Ses recherches portent sur le critique 
musical Émile Vuillermoz et les enjeux médiatiques reliés à la vie musicale française durant la Troisième 
République. Elle a publié dans la Revue de musicologie, la Revue musicale OICRM et les Cahiers de la 
SQRM, et a coécrit, avec Marie-Hélène Benoit-Otis, un manuel d’initiation à la recherche en musique 
(Presses de l’Université de Montréal, 2018). Elle a gagné le premier prix au concours de conférences 
Présences de la musique de la SQRM en 2017, et le Prix Fondation SOCAN/George-Proctor décerné par 
la Société de musique des universités canadiennes en 2019. Elle est également active dans le domaine 
de l’édition scientifique et est chargée de cours à l’Université de Montréal qui lui a décerné, en 2019, le 





KU Leuven, Belgium 
 
Forging a New State and a New Man: Mario Carli’s Cultural Revolution 
 
Mario Carli (1888-1935) stands out as one of the most remarkable personalities in the early 20th 
Century futurist zeitgeist.  Writer, journalist, essayist, dramatist, and pioneer of the “Synthetic futurist 
theatre”. He fought the Great war alongside the arditi, the “stormtroopers” of the Italian Army, whose 
political ideology he shaped as editor of the weekly journal L’Ardito. Carli celebrates the arditi as 
“futurists at war, the bohemian avant-garde ready for everything”. Through their political awakening 
and radicalisation, Carli sought to lead a national revolution to alter the fate of the “decadent” liberal 
State. Upon hearing the news of D’Annunzio’s occupation of Fiume, he eluded the strict surveillance 
put upon him (he was suspected of siding with the Bolsheviks), and reached the Adriatic city, where he 
founded the paper La testa di ferro, whose first number appeared on 1 February 1920. La testa di ferro 
had, at its peak, a print run of 10,000, and helped foster debate on various artistic and political subjects. 
This contribution will deal with the relationship between futurism and arditism in Fiume, taking into 
account Carli’s literary writings and private correspondence, to investigate the fine line between 
political reality and artistic utopia. 
 
 
Carlo Leo (KU Leuven) is a PhD student in Literary Studies at KU Leuven, Belgium, and member of the 
MDRN literary research lab. His research focuses on the literary memory of the Italian occupation of 
Fiume. He collaborates with the “Vittoriale degli Italiani”, the prominent research center dedicated to 
poet Gabriele d’Annunzio. He completed his BA and MA in Italian Literature at the University of Udine 
and Trieste.  He is a founding member of the Dante Society in Leuven. In 2017 he worked as a research 
intern at Waseda University in Tokyo, investigating the role of japonisme in contemporary Italian 
literature. His research has appeared in various international peer-reviewed journals. He is currently 






University of Detroit, USA 
 
Yugoslav Avant-garde Memorial Heritage in a Moment of Danger 
 
This work traces a series of important ruptures in history that co-created and ultimately led to the 
dissolution of the Yugoslav state and frames the (continued) rise of nationalism as a threat to the future 
of Yugoslav modernism’s material heritage.  
 
Born from the crisis of the Second World War and owing to rupture with early Soviet ties, Yugoslavia’s 
revolutionary identity co-opted the avant-garde aesthetic of the cultural producers that constructed it. 
This aesthetic was the perfect fit for the newly forming Yugoslav state which produced an independent 
identity for itself — neither fully capitalist nor traditionally communist. The symbology of the new, 
modern Yugoslavia and invention of commemorative practices which revolved around large-scale 
abstract memorials and remembrance of the partisans served two purposes; firstly, it served to unite an 
otherwise separate group of six states (Croatia, Serbia, Macedonia, Bosnia, Slovenia, and Montenegro) 
into a nation built on the principles of brotherhood and unity and secondly it served to delegitimise the 
memory of those who fought against the communist partisans.  
 
This research posits that it is due in part to the open nature of state-sponsored design competitions for 
memorials that avant-garde artists and architects such as Vojin Bakić and Bogdan Bogdanovic had 
prolific careers filled with large-scale built works in Yugoslavia, yet it is the history of this very state-
sponsorship, without which projects of this scale could not have been realised, that threatens the future 
of these memorials. This duality has enmeshed the region’s avant-garde heritage ideologically with the 
collective memory of the former Yugoslavia, producing a conundrum in which contemporary state-
sponsored nationalism threatens to erase the memorials very existence in current post-socialist context. 
I argue that these monuments exist as historical record of cultural production which emerged from a 
particular moment in time, ideology, and place and must, therefore, be protected from ensuing 
purposeful removal, neglect or revisionism.  
 
 
Erika Lindsay is an interdisciplinary designer and researcher, particularly captivated by intentional and 
unintentional memorials, their temporal mutability, and their potential for evolving meaning and use. 
An Assistant Professor of Architecture at University of Detroit Mercy, Lindsay teaches design studios 
and seminars in architectural preservation and memory. Her pedagogy is an integral element of her 
practice, facilitating complex and contextual interrogations of standard modes of design and inquiry. 
Spomenik in Flux, Lindsay’s ongoing survey of Socialist memorials in former Yugoslavia, examines these 
abstract modernist commemorations of World War II sites, while creating a taxonomy of their states of 
(dis)use. As she works on a book of her findings—powered by grant-funded research and 
documentation trips to 60 sites—she continues to write, publish and exhibit elements of the project 
internationally. In 2017, at Context Matters: Spring School of Architecture and Urban Planning, Lindsay 
worked with a Croatian NGO, leading Zagreb- and Detroit-based students to consider the 
recontextualisation of “undesirable socialist heritage,” with a series of workshops, lectures, site visits, 
and design charrette. She continues to develop ongoing cross-cultural exchanges abroad, while 
establishing further research, collaboration, and innovative media applications to deepen and broaden 





Sorbonne Paris, France 
 
Kairos, Krisis and Poiesis: Virginia Woolf’s Unpredictability 
 
The association of Kairos and Krisis may appear paradoxical at first sight, the first term being connected 
with measure, suitability and a sense of the “right moment”, and the second, on the contrary, with 
excess, overbalance and untimeliness. In Greek mythology, the Kairos was traditionally represented by 
the figure of a young man passing by at full speed, and whose long tuft of hair one could seize. In this 
paper, I offer to explore the modernist Krisis as a temporal and literary Kairos, an unprecedented 
instant of time, ripe with opportunities but fleeting, and random. Virginia Woolf famously theorised the 
aesthetic crisis of the interwar period in terms of temporal change and subsequent obsolescence of 
literary forms, urging her fellow writers to create new ways of writing fiction; she thus defined a 
modernist Kairos, I contend, for those artists and writers who had both the intelligence to recognise the 
moment of crisis, as the moment of judgement, and the audacity to grab it. In her novels, such a 
poiesis, or “craftsmanship”, is most often carried out through discontinuous narratives that rely on 
interruption and unpredictability. It is in Between the Acts, Virginia Woolf’s last novel written in 1940, 
that such unpredictability might be most forcefully used as a narrative and creative Kairos, both as what 
constantly interrupts and suspends the village “pageant” staged by Miss La Trobe, and what gives the 
narrative unexpected, yet creative, turns. Woolf’s Kairos is given shape through various modes of 
narrative disruption, such as minor incidents, unexpected expressions of bodily, natural and animal life, 
comic disturbances, incongruous vignettes and images, all of which contribute to defeating the linearity 
of the plot. Paradoxically, at a time when any hope for the future seemed impossible, the ‘now’ of the 
historical crisis allows for a literary Kairos to take place. Such a critical Kairos, I argue, invites new 
readings of Virginia Woolf’s political, historical and literary critical outlook, and of modernist fiction. 
 
 
Juliana Lopoukhine is a Senior Lecturer in English Literature at the Sorbonne, Paris. She wrote her 
doctoral dissertation under the supervision of Chantal Delourme and Scott McCracken and received 
her PhD from the Université de Paris-Nanterre, France, and Keele University, UK. She has published 
various chapters and articles on women modernist writers (Virginia Woolf, Jean Rhys, Rose Macaulay), a 
critical edition of Mrs Dalloway (2013), and co-edited three issues of L’Atelier (2016, 2019, 2020). She is 
currently co-editing a volume entitled Transnational Jean Rhys to be published by Bloomsbury in 2020, 





Archivo-Museo Storico di Fiume, Italy 
 
Fiume and its Citizens during Gabriele D’Annunzio’s Endeavour: Expectations, Hopes, Disappointments 
 
Between 1919 and 1920, Fiume became the stage for important military sedition with undisguised 
revolutionary intent. The first political goal of the Ronchi deserters guided by Gabriele D’Annunzio was 
to publicly affirm the annexation to Italy of the Kvarner City. The Italian National Council of Fiume had 
proclaimed the annexation on 30 October 1918, and later, the Council asked D’Annunzio'shelp to 
promote and put into effect such a proclamation, that represented the will expressed by itscitizens, the 
majority of whom were Italian. Despite these shared initial purposes, after a few months, D’Annunzio’s 
occupation transformed Fiume into a revolutionary testing field to erect a brand new society, the 
ramifications of which would have extended all over the Adriatic Sea. In this way, the ancient identity of 
the autonomous city would have been replaced by a republic state, the Carnaro Regency that did 
divest the city of its institutions and original forms of government. What were the consequences of 
these acts realised by the D’Annunzio Government, under the Italian National Council? What were the 
expectations of the citizens in 1919 and what were their unfulfilled hopes in 1920? My talk will try to 
answer these questions through the voices of the Fiuman citizens. 
 
 
Emiliano Loria (Archivio-Museo Storico di Fiume in Roma, Società di Studi Fiumani) has PhD in 
Philosophy of Mind,  cooperates with the Human Neuroscience Department (Sapienza University of 
Rome), and since 2002 has been archivist and librarian at the Historical Archive-Museum of Fiume in 
Rome. Furthermore, he is a member of the Editorial Board of the journal Fiume. His historical researche 
is focussed on Irredentism; Julian-Dalmatian forced migrations; oral history; social issues about the city 







The Left Book Club and Socialist Culture: Left Book News and Poetry and the People 
 
In line with a number of recent studies which have examined the history of literary magazines, 
publishing houses, bookshops and their wider influence on the cultivation of readerships, this paper 
argues for a renewed interest in the highly successful Left Book Club (1936-48), which published and 
circulated socialist books, as a cultural phenomenon of an innovative nature, one which did not 
passively sell books but actively constructed and politicised its readerships in organised reading groups 
throughout the country. The paper will focus on its promotion of cultural debate in one of its regular 
publications, Left Book News, and its specific focus on poetry in the journal Poetry and the People. These 
publications will be described in the context of the Left Book Club’s strategy and activities more 
generally as a socialist and anti-fascist umbrella organisation. 
 
 
Eleni Loukopoulou is an independent scholar living in London. She received her Ma in English from 
Birbeck College, University of London, and her PhD in English from the University of Kent. She is the 
author of Up to Maughty London: Joyce's Cultural Capital in the Imperial Metropolis (University Press of 
Florida, 2017). Her researches focusses on modernism in British literature, the work of James Joyce, the 





Saarland University, Germany 
 
Musical Imagery and the “Figurative Abstraction” Problem in Nicolas de Staël’s Paintings of the 1950s 
  
In the recent years, there has been a steady increase of interest in the role of music within the creative 
thinking of the French painter of Russian origin, Nicolas de Staël (1914-55) (Marcadé 2008, Dor 2010, 
Barbedette 2014). His painting titles, the memoirs of his close friends and family members, and 
published letters by the artist give evidence of his exceptional musical erudition in classical music, 
avant-garde music, and jazz (Bartók, Stravinsky, Bach, Rameau, Musorgsky, Berg, Webern, Schoenberg, 
Messiaen, Dallapiccola, Boulez, etc.). Exploring musical influences on de Staël could help in solving the 
mystery of the artist’s sudden stylistic move in 1951-1952, away from his non-figurative abstraction of 
the 1940s towards “figurative abstraction” (Marcadé 2008), the style associated with his best works. De 
Staël’s project of a décor for a ballet with the libretto of René Char, as well as his personal links to the 
circle of Domaine Musical coincide with this stylistic change. In a letter of 1951, de Stael declared: “J’ai 
choisi de m’occuper sérieusement de la matière en mouvement” (I chose to occupy myself seriously 
with  pictorial matter in motion). Musical imagery, so prominent in his paintings from the 1950s, 
provided an opportunity for the painter to reflect on the problem of representation in his art and on 
the problem of figurative representation in general.  
 
 
Marina Lupishko studied history, art history, and musicology at the Kharkov College of Music, Kharkov 
State University (Ukraine), the University of Massachusetts-Amherst, and the University of Toronto. She 
holds a PhD in musicology from Cardiff University (2006), and she was an Alexander von Humboldt 
Post-doctoral Fellow at Saarland University, Saarbruecken, in 2013-15 and again in 2019. She has 
presented at numerous international conferences in the USA, the UK, Russia, and the EU, and has 





Université de Lille et Université Bordeaux Montaigne, France 
 
L’Angoisse des Machines de Ruggero Vasari : de la modernolâtrie futuriste au désespoir.  
 
Le 27 avril 1927, le Studio l’Assaut met en scène, dans la salle du Théâtre Art et Action de Paris, la 
synthèse tragique en trois temps de Ruggero Vasari, L’Angoisse des machines. La pièce futuriste et sa 
scénographie à la croisée des avant-gardes européennes détonnent, par le profond pessimisme qui 
s’en dégage, du rêve mécanique moderne théorisé par Filippo Tommaso Marinetti et son mouvement. 
Au travers de ce drame dystopique, il est intéressant d’interroger le rapport des futuristes à la figure de 
l’homme-machine telle qu’ils l’ont expérimentée dans leurs productions théâtrales.   
 
Cette machine, désormais inévitable, puissante mais terrible, nourrit une nouvelle génération d’artistes, 
entre fascination et angoisse. Se voulant en rupture avec le topos artistique anxiogène du siècle passé, 
les futuristes font de l’esthétique industrielle un terreau fertile pour l’art. Fantoches, doubles 
mécaniques, marionnettes, costumes plastiques constituent une manne féconde pour réformer le 
théâtre bourgeois. Néanmoins, cette production dense et hétérogène laisse entrevoir le malaise qui 
prend finalement forme dans le premier volet de la trilogie de Vasari. À partir de l’étude textuelle et 
scénographique de cette synthèse tragique, nous interrogerons en premier lieu les possibles 
conséquences de la modernolâtrie futuriste. Les projets d’Ivo Pannagi et Vera Idelson nous permettront 
d’aborder ensuite le tournant mécanique des années vingt. Pour finir, nous replacerons le drame dans 
sa trilogie originelle pour questionner la recherche futuriste de l’équilibre entre l’homme et la machine.  
 
Entre histoire littéraire et histoire de la scénographie, l’étude se fonde sur les écrits des différents 
protagonistes de L’Angoisse des machines ainsi que sur les documents graphiques relatifs à la mise en 
scène de la pièce. Elle se fonde aussi sur les écrits, pièces, manifestes, presses, et productions 
graphiques d’autres artistes futuristes pouvant éclairer leur œuvre théâtrale. Ces sources permettront 
de questionner le rapport complexe de l’homme futuriste à la machine moderne, entre posture 
finalement passéiste et attitude frondeuse révolutionnaire. 
 
 
Margaux Lyonnet est doctorante en littératures comparées et en arts de la scène. Elle travaille sous la 
direction du professeur Karl Zieger du laboratoire ALITHILA de l’Université de Lille et de la professeure 
Sandrine Dubouilh, membre du CLARE de l’université Bordeaux Montaigne. Elle développe une 
approche interdisciplinaire sur l’étude du futurisme italien afin d’éclairer leurs théories architecturales à 
l’aide de leurs productions théâtrales. Ses recherches sont la poursuite de ses travaux de master en 






Oklahoma State University School of Architecture, USA 
 
Phantom Figure: The Town Centre of 1960’s England as an Alternative Architectural Project on the City 
 
This paper uncovers an alternative postwar architectural project on the city — British town centres of 
the 1960s, and an accompanying overlooked architectural discourse. A new examination of this lost 
typology works to recuperate the town centre, including its specific history and projects, into a broader 
architectural discourse related to the city. These project responded both to England’s postwar building 
crisis and architecture’s postwar relationship to the city, which was in crisis. 
 
Town centre projects interrogated a common architectural problematic during 1950’s and 60’s: how to 
remain relevant given the rapidly changing city. Projects such as CIAM 8’s “Heart of the City;” master 
plans; megastructures; metabolism; and the visions of Archizoom and Superstudio, all shared a 
common ambition: to use large-scale gestures to design the postwar city. These schemes depended 
heavily on an idea of autonomy that was manifested either through the construction of object-like 
icons or by assimilating to the scale of the city by mimicking infrastructure. The town centre eschews 
these two autonomies by combining them into a new urban typology that utilizes elements of both the 
object and city infrastructure. 
 
This paper argues that the town centre is an alternative postwar project and will uncover lost elements 
from architectural discourse, including a town centre case study from 1830s Newcastle, England, which 
will be linked to a surge of these projects nearly 150 years later in England. In 1958, W. Konrad 
Smigielski wrote the essay “The Town Centre,” which clarified the town centre as CIAM 8’s “Core.” 
Following this essay was an explosion of town centre projects, both through a 1967 article that featured 
the typology in Architectural Review, and through the multiple projects built by the elusive architect 




Jared Macken is an architectural designer and theorist who researches the intersection between 
architectural form, the city, and cultural production. He received his Doctor of Science in Architecture 
from the ETH-Zürich in 2018, and graduated with a Master of Architecture degree from the University 
of Illinois at Chicago (UIC) in 2011. Macken co-authored the award winning book The Western Town: A 
Theory of Aggregation (Hatje Cantz, 2013), which began as his master’s thesis and was completed in 
cooperation with The Graham Foundation and ETH (the Swiss Federal Technical Institute). He teaches 
architectural design studios as well as graphic design and history/theory of design. Macken’s 
international exhibition record includes the recent projects “Two Strangers Meet in a Vacant Parking 
Lot,” which received support from the Andy Warhol Foundation and a Rocket Grant from the Charlotte 
Street Foundation in Kansas City, and “Precision within Indifference: The Town of El Paso,” which was 
exhibited at the International Architecture Biennale Rotterdam in 2014. He teaches architectural design 




Ecole Nationale Supérieure d’Architecture Paris-Malaquais, France 
 
Architectures de l’habitat au tournant du XXème siècle : le concept de crise à l’épreuve d’une économie 
de la disparition   
 
Au tournant du XXème siècle, un certain nombre d’architectes -dont Antoni Gaudi et Victor Horta-, 
habituellement considérés novateurs dans le seul domaine de l’expression formelle, vont interroger les 
problématiques liées à l’émergence de nouveaux modes de vie dans le contexte d’une crise de l’habitat 
sans précédent. Leur travail -différent certes, mais convergent ; plus ou moins proche des mouvements 
Modernistes- jouera un rôle essentiel -en grande partie méconnu- dans l’invention de nouvelles 
spatialités, préambule aux expérimentations de certaines Avant-gardes, puis du Mouvement Moderne. 
 
Or, les procédés par lesquels Gaudi, puis Horta, mettent à profit une situation de crise afin de réviser 
les dispositifs de l’habitat présentent un intérêt épistémologique qui dépasse la seule pratique 
architecturale. En effet, si leur contribution précoce au démantèlement du plan cloisonné de la maison 
à trames amorce un travail qui sera relayé par de nombreux architectes -dont Le Corbusier- jusqu’à 
l’invention de l’espace moderne, elle révèle surtout, par le renouvellement des techniques de projet, 
une crise sous-jacente des modes opératoires avérés par la tradition. Les débats autour de la 
représentation, la communication, et le statut du projet architectural en sont des indicateurs privilégiés, 
et méritent à ce titre l’attention de l’historien qui s’intéresse aux théories de la praxis. 
 
Le propos de cet article est de mettre en lumière, par l’analyse d’une sélection d’œuvres réalisées entre 
1883 et 1930, des connexions entre le travail de ces trois architectes qui n’ont pas entretenu des 
échanges, mais qui ont contribué à créer, en temps de crise, ce que Gilbert Simondon appelle un milieu 
associé : espace du faire qui se constitue autour de problématiques communes, accueille une 
convergence d’intentions, d’expériences, et prépare leur réception. Dans ce contexte, le dispositif 
architectural se retrouve à la croisée de processus de longue durée qui assurent sa genèse, et de 
décisions projectuelles qui précipitent sa mutation. Du télescopage de ces deux dimensions, émerge un 
concept opérationnel de crise, qui dépasse celui d’un objet d’étude, pour devenir un opérateur de 
transformation, dans le cadre de ce que je présenterai comme une méthode de lecture, mais aussi de 
mise en projet de la crise : l’économie de la disparition. 
 
 
Jordana Maisian est architecte, Docteur en architecture de l’Université Paris-Est, chercheur associé au 
Laboratoire Architecture, Culture, Sociétés, UMR AUSser CNRS 3329, Ecole Nationale Supérieure 
d’Architecture Paris-Malaquais. A enseigné l’Histoire et la Théorie de l’architecture dans les Facultés 
d’Architecture de Montevideo et de Quito. Travaille sur la généalogie de l’habitat, la migration des 
dispositifs spatiaux et le concept de transposition dans le projet architectural. A été chargée de 
recherche dans la constitution de la base de données des écrits (publiés et inédits) de Le Corbusier. A 
notamment publié « L’Hotel Paul Guillaume : tourner la page de l’éclectisme », Massilia, Annuaire 
d’études corbuséennes, Paris, FLC, Imbernon, 2011, « L’art de la transposition ou comment poser un 
problème architectural ? », in L’invention d’un architecte : le Voyage en Orient de Le Corbusier, Paris, 





McGill University, Canada 
 
Rethinking Artistic Compliance in National Socialist Germany: The Case of Das Junge Rheinland 
 
If “crisis” is to be conceived of as an ominous breaking point, a challenging and destabilising situation 
with an unfavourable outcome for the stakeholders, then the radicalisation of cultural policy under 
National Socialism can be considered as a critical event for German modernism. Upon Hitler’s coming 
to power, many members of avant-garde associations, such as the Düsseldorf-based Das Junge 
Rheinland, have come under direct attack by the new government. The Gleichschaltung of artistic 
unions and professional organisations dissolved DJR; artworks by many of its former members were 
branded “degenerate” and confiscated from Düsseldorf art collections. DJR split in two opposite 
fractions: some, like Otto Pankok and Karl Schwesig staunchly resisted the regime, while others, like 
Richard Gessner chose the path of compliance.  
 
Specializing in technical, industrial and urban subjects, Gessner transitioned into the National Socialist 
regime and achieved professional success under the new government. The example of Gessner’s 
artistic career discussed in this paper demonstrates that compliance of creative professionals is a 
complex phenomenon that has at least three main components to it – structural (integrating with state 
institutions), aesthetic (making required formal and stylistic adjustments), and social (forming and 
maintaining personal and professional networks). It also suggests that compliance of creative 
professionals is not an abrupt change in attitudes and dispositions that occurs upon a regime change. 
Rather, development of artistic practices and social interactions retrospectively associated with 
compliance happens gradually, often before a political shift takes place at the institutional level, and 
therefore, cannot be reduced to passive obedience to state-imposed rules and regulations. 
 
 
Evgeniya Makarova is a PhD Candidate in Art History at McGill University, Montreal, Canada. Her 
doctoral thesis bears on the institutional and aesthetic aspects of artistic compliance in National 
Socialist Germany. She has previously taught undergraduate courses on the history of Modern art and 
visual culture of twentieth-century totalitarian regimes. Evgeniya is also a research fellow at the Central 
Institute for Art History in Munich, working with an international team of scholars on reconstructing the 





Université d’État Ilia, Georgia 
 
L’expérience moderniste en Géorgie versus les crises historiques (1916-1928) 
 
Dans La crise de la culture, Arendt, en se focalisant sur la crise de l’éducation en Amérique, observe 
qu’une « crise nous force à revenir aux questions elles-mêmes et requiert de nous des réponses », à 
condition de ne pas y répondre avec des idées toutes faites – des préjugés (Arendt 1972 : 225). En effet, 
c’est ce que les mouvements de l’avant-garde et du modernisme géorgien ont tenté de faire, dans les 
années 1910 tout d’abord, en pleine crise des événements mondiaux (la Première Guerre mondiale), 
avec la création, en 1916 du groupe symboliste « Les cornes bleues » (certains de ses fondateurs 
venaient de rentrer de la France, notamment à cause de la Guerre); la deuxième phase de la crise – à 
l’échelle plus locale cette fois – la Révolution bolchévique, a été suivie pour la Géorgie, sur le plan 
politique, d’un recouvrement de l’indépendance en 1918 et de l’épanouissement, simultanément, de 
l’esthétique de l’avant-garde, directement inspirée par le modernisme européen (français et belge). La 
troisième phase de la crise va surgir avec l’occupation de la Géorgie par l’armée rouge en 1921. À partir 
de ce moment, les avant-gardes plongent, progressivement, dans la crise esthétique qui provient d’une 
part de la pression idéologique dont elles sont victimes (l’interdiction graduelle par le pouvoir des 
tendances « formalistes, décadentes », « petit bourgeois » qui s’accentue vers 1928), et, d’autre part, de 
l’idée résistante à ce même pouvoir (à savoir, le glissement de l’esthétique de l’avant-garde vers le 
nationalisme et le patriotisme). Notre propos sera articulé autour de ces trois moments de crises 
historiques auxquelles les mouvements modernistes et de l’avant-garde tentent de répondre à leur 
manière, par la critique de cette crise et par une esthétique de la « négation » (Larsen 1990 : 6-7) qui va 
constituer un « discours de la crise » (Liska 2007 :  200) versus les événements politico-historiques. Pour 
répondre à ces questionnements, les œuvres de trois écrivains et poètes très différents les uns des 
autres seront analysées : Poèmes (1916-1918) de Titsian Tabidzé, « Les ballons multicolores » (1924) de 
Paolo Iashvili, « Le voleur » (1928) de Mikheil Javakhishvili. Composés entre les années 1916 et 1928, ces 
textes montrent les différentes étapes de ce qui constitue l’expérience du modernisme en Géorgie et ils 
renvoient à une crise à la fois historique, esthétique et politique qui touche simultanément l’espace 
local et, plus généralement, européen. 
 
 
Atinati Mamatsashvili est Professeure de littérature comparée à l’Université d’État Ilia (Tbilissi, Géorgie) 
et actuellement Professeure invitée à l’Université Bordeaux Montaigne. Dans le cadre de la bourse de 
recherche de la Fondation pour la Mémoire de la Shoah, elle était chercheuse invitée à Aix-Marseille 
Université (2017-2018). En 2015 – 2017 Mamatsashvili était chercheuse à l’Université Paris-Sorbonne 
(Projets Marie-Curie/Horizon 2020). Ses recherches portent sur littérature et régimes totalitaires (nazi et 
soviétique), littérature française & belge et antisémitisme. Elle est auteure de l’ouvrage Une couleur 
dans mes deux vies (2003) et Le dos. La couleur. Vers le dessin (2003) et a préparé, avec Anke Bosse, 
Littérature et totalitarisme I : écrire pour témoigner (Presses Universitaires de Namur, 2014) et Littérature 
et totalitarisme II : vers une conceptualisation du phénomène (Presses Universitaires de Namur, 2020, 
sous presse). Elle est également auteure de « La quête et l’enquête dans la poésie moderniste 
géorgienne – entre se remémorer et dénoncer », in Beyond Given Knowledge : Investigation, Quest and 
Exploration in Modernism and the Avant-Gardes, Volume 5, coll. EAM/European Avant-Garde 
andModernism Studies, Berlin/New York, de Gruyter, 2018, p. 283-298 et de l’ouvrage collectif Des 






Royal Holloway University of London, England 
 
A Crisis is an Opportunity 
 
The cultural tourist knows many worlds have ended before and we are, everywhere, already standing in 
the midst of ruins. Sometimes new life is, in fact, discovered to begin right there, in those ruins: 
“Catastrophe,” observed Benjamin in 1940, “is the continuum of history.” But, did the inhabitants of 
these past worlds ever experience a “crisis” or did catastrophe — for which René Thom gave us, in 
1968, a mathematical theory — happen sometimes too fast, too secretly, too intelligently, perhaps, to 
offer any chance of resistance? “The wells went dry. But they did not suspect, even then, walking, to 
prayers, to market — swimming along in strange morning light whose quality was already changing,” 
writes Jenn Blair as Guiseppe Fiorelli of the people of Pompeii, whose remnants laid buried in volcanic 
rock for over 1,500 years prior to the city’s excavation. Had they suspected, had they been critical 
enough to read in things their signs — bifurcation points, themselves “critical” in the physico-
mathematical sense — the stage would have been set of crisis, but also for krisis: deliberation, decision, 
and, eventually, the action that might counter the movement of catastrophe:  
“What makes crisis desirable,” we are reminded by The Invisible Committee, “is that in the crisis the 
environment ceases to be the environment. We are forced to re-establish contact with what’s there, to 
rediscover the rhythm of reality.” A crisis is an opportunity. As such, it involves also imagination — why 
the moderns do it so well, perhaps, and we so badly. A crisis is an opportunity. And, taking this as its 
main premise, this paper, at once factual and speculative, is but an opportunity to think of the 
opportunity of crisis. 
 
 
Lilly Markaki is a PhD candidate in Media Arts at Royal Holloway, University of London. In 2014, she 
graduated from the University of Glasgow’s “Art; Politics; Transgression: 20th Century Avant-Gardes” 
MLitt programme, having previously received a BA in Art History from the same institution. Treating 
Marcel Duchamp as a philosophical witness to a paradigm shift from the doctrine of essence to a 
philosophy and science of difference, her research project incorporates elements of all ontology, 





University of Wrocław, Poland  
 
The “Indulgent Revolution’ of Things at Hand: The Exhibition of the Recovered Territories (1948) in the 
Perspective of the Agency of Items 
 
The Exhibition of the Recovered Territories (Polish: Wystawa Ziem Odzyskanych, WZO), which opened 
on 21 July 21 1948 in Wrocław (Poland), combined the elements of ideological coercion and a relaxing 
holiday. It featured not only propaganda catchwords and gadgets, but also outstanding works of art 
and subtle, extraordinary artistic solutions. The rhetoric of the exhibition took an unusual shape. It was 
the key event of the so-called “indulgent revolution,” a postwar plan by some Polish Communists to 
attract the hesitating and the undecided, those wishing to rebuild the country after the horrific carnage 
of World War II. 
  
In the ruins of German Breslau, as it slowly turned into Polish Wrocław, an entire world was created, 
showing both the successes of developing industries as well as progress in rebuilding the country and 
normalisation, but primarily focussing on such important elements of change as the abundance of 
goods, a wide range of products and the possibility of choice. There was no single compulsory style or 
dominant aesthetics, and visitors could not only hear propaganda content, but also have a beer, eat 
their fill, go for a ride on a merry-go-round or in a boat. Nowhere else was the line between art and life 
crossed so radically. The revolution materialised here in the most attractive, non-elitist or hermetic 
form. As I will attempt to show, the objects—either specific useful products (in short supply after the 
war) or specially designed souvenirs—played the key role at the exhibition: they were varied, abundant, 
could be touched, tried and bought as well as taken home.  
 
Abandoned German items — witnesses of the old Breslau (that attracted plunderers from all over 
Poland) — were left in the city when its German residents were completely replaced with Polish 
newcomers from the East. They were treated like actors compelled to leave the stage, to be replaced 
with items connected with the new authorities. The active, causative role of these items as actants of 
the socio-political change can be described thanks to theories pointing out the importance of social 
relationships with non-human objects, namely theories by Arjun Appadurai, Alfred Gell, or Bruno 
Latour. It seems that the Communist authorities, responsible for the “indulgent revolution” intuitively 




Anna Markowska is an art historian, curator, and critic, a graduate of  Jagiellonian University in Cracow, 
and currently professor at the University of Wrocław. In 2007–8 she was a visiting professor at the 
Polish Chair, Hebrew University, Jerusalem. She has lectured in many European countries: Portugal 
(University of Porto), Spain (University of Leon), Denmark (University of Copenhagen), Italy (University 
of Turin), and the Czech Republic (Universities of Opava and Ostrava). Her interests focus on art and 
culture after 1945, comprising art after Holocaust, Polish art under Communism, art strategies in 
relation to power. Her books include Dwa przelomy: Sztuka polska po 1955 i 1989 roku (Two Turning 
Points: Polish Art After 1955 and 1989; Torun, 2012); Permafo 1970-1981 (Wroclaw Contemporary 
Museum and Motto Books, 2013); Trickster Strategies in the Artists’ and Curatorial Practice, ed. 
Markowska (Warsaw, 2013). In 2013–14 she was a holder of a six-month Erasmus Mundus scholarship to 
Siberia (Tomsk University, Russia). Her latest book is Dlaczego Duchamp nie czesal się z przedzialkiem? 




University of Strasbourg, France 
 
Comment écrire face à la crise des images ? Le cas italien 
 
Dans les années 1930 en Italie, Alberto Savinio appelait la photographie « une invention fatale » en 
louant un tournant majeur dans le domaine de la représentation. Il ajoutait néanmoins que ce qu’elle 
offrait n’était qu’« une image diminuée et fausse de la réalité » qui se répand aussi dans le cadre 
littéraire : avec la photographie, écrivait-il, « la poésie même se montre en noir et blanc, et pour ce qui 
concerne la prose, elle naît maintenant avec la photographie ». Deux décennies plus tard, face à la 
diffusion du dispositif photographique, Leo Longanesi pouvait écrire que désormais « beaucoup 
d’illusions sont tombées » et que la photographie « nous a ennuyé ». Pendant le XXe siècle, d’autres 
écrivains ont souligné que l’invasion de l’image correspond à une crise des images qui implique une 
même crise de l’écriture. En abordant ce passage fondamental sur les échanges entre les deux 
dispositifs, cette intervention vise à mettre en lumière un changement majeur dans cette réflexion à 
travers trois cas emblématiques – Italo Calvino, Daniele Del Giudice et Gianni Celati – où, face à 
l’invasion et la crise des images, nous assistons à la mise en place d’autres régimes d’échange dans 
l’écriture littéraire.  
 
 
Matteo Martelli enseigne comme ATER la littérature italienne et la littérature comparée à l’Université de 
Strasbourg (France). Ses recherches portent sur les relations entre l’écriture romanesque et d’autres 
formes artistiques, sur les expériences de réécriture et d’hybridation de textes et sur les rapports entre 





Ghent University, Belgium 
 
Politics of Autism 1900-1950 
 
I aim to study towering figures of modernism like Robert Musil, Robert Walser, Bertolt Brecht and 
Georg Trakl, in relation to current-day accounts of autism. A surprising amount of apraxia, aphasia and 
agnosia is to be found in this encounter, which will require us to critically evaluate recent developments 
in neuroaesthetics, embodied narratology and neurophenomenology and to question shifts and trends 
in the gendering of the diagnosis under scrutiny. Limited executive control over the body has been 
studied in the context of traumatisation (famously illustrated in the “war neurosis”-syndrome of the 
shaking men). At the same time, these somatisations have been the site of intense negotiations of 
gender norms: bodily tics have been invariably framed as effeminate and unacceptable, thus pre-
empting a focus on the body as necessarily unruly, diverse, polyvalent, ranging from the sophisticated 
to the grotesque.   
 
 
Gunther Martens is a Professor of German Literature at Ghent University and a co-director of the Ghent 
Centre for Digital Humanities. He was one of the co-organisers of the founding EAM conference at 






École Normale Supérieure de Lyon, France 
 
There’s Something Rotten in the Realm of Pornophilia. The Poetics and Politics of Collage Novels in 
Czech Surrealism 
 
Even before the Surrealist Group of Czechoslovakia (Skupina surrealistů v ČSR) was created in 1934, 
Poetism turned into macabre fantasy in the 1930s. In this respect, the “crisis of 1929” — to quote 
Maurice Nadeau speaking about French surrealism — can also qualify the merging of Poetism with 
Surrealism. 
 
Vítězslav Nezval and Jindřich Štyrský’s collage works like Sexual Nocturne (Sexuální nocturno: příběh 
demaskované iluse, Praha, Edice 69, 1931) and Emilie Comes to Me in a Dream (Emilie přichází ke mně ve 
snu, Praha, Edice 69, 1933) can be considered as a turning point in the poetics and politics of collage 
novels. Not only do they subvert the taboos of bourgeois culture by displaying “pornophilia”  
(according to Bohuslav Brouk) in words and images, but they can also be considered as overwhelmed 
by a dark surrealism that may have had to do with an anxiety that prevailed before the drift into 
political chaos. 
 
This paper will demonstrate that, at this key point of the avant-garde, the poetics of collage brings 
ruptures and destruction even within the erotic enchantment of surrealist visions.  
 
 
Hélène Martinelli is currently a university lecturer at the École Normale Supérieure de Lyon. She has a 
PhD in comparative literature from the Aix-Marseille University and the Sorbonne University 
(Dissertation title: “The Practice, Imagination and Poetics of Self-illustration in Central Europe (1909-
1939): Alfred Kubin, Josef Váchal and Bruno Schulz”). Her main research topics are Central European 





Sophia University, Japan 
 
The Balkan Avant-Garde: The Meta-Gothic Representation of World War II and Refugees in Olivia 
Manning’s The Balkan Trilogy 
 
Olivia Manning (1908-1980) was once considered an obscure writer, but recently her The Balkan Trilogy 
— consisting of The Great Fortune (1960), The Spoilt City (1962) and Friends and Heroes (1965) — has 
started to attract the attention of literary critics concerned with the relationship between literary works 
and geopolitics. In fact, Manning’s works have provoked a debate on whether she is a highbrow 
modernist or a middlebrow realist writer, and whether her works are imperialist, orientalist works 
written by a Cold War warrior, or feminist, anthropological reports on the poverty of Romania (Patton1-
9, 49-53). 
 
The present paper focuses on the representation of refugees in the crisis of Romania’s pre-World War 
II era in The Balkan Trilogy, and analyses Manning’s use of avant-garde, meta-gothic techniques to 
depict Romania’s wasteland-like landscape. By self-consciously adopting the gothic techniques used in 
Elizabeth Bowen’s Second World War novel, The Heat of the Day (1949), Manning ironically uncovers 
the poverty and the devastation on the periphery of pre-World War II Europe, at the same time 
illuminating the sufferings of wandering refugees. This meta-gothic, avant-garde representation of 
rural Romanian people and refugees can be construed as her projection of the blindness of European 
modernism. Her depiction of the displaced in the Balkans further updates the modernist techniques 
used by Bowen in The Heat of the Day and ironically revitalises the status of European high modernism. 
 
 
Hogara Matsumoto is Professor of English at Sophia University, Tokyo. She has co-edited Modernist 
Geo-history: English Culture and Literature between the Wars (Tokyo: Kenkyusha, 2008) and Post-
Heritage Film: Thatcherite England and the New Empire of America (Tokyo: Sophia UP, 2010). Her essay 
“An Asian Mary Carmichael? Yuriko Miyamoto and A Room of One’s Own” will be published in 







University of Glasgow, Scotland 
 
Georges Bataille in the 1930s: Towards an Anti-Fascist Syphilitic Vision 
 
Throughout the entirety of Georges Bataille’s terrain of thought, threads of madness, trauma, sexuality 
and disfigurement are developed within a network of recurring metaphors that denote ocular atrophy 
and the castration of the eye and are indicative of a preoccupation with formative events in his early 
life, which, this paper will argue, renders his methodological approach deeply autobiographical. Within 
the extended Parisian Surrealist milieu, there is a much remarked-upon split between artists and writers 
such as André Breton and Louis Aragon and those perceived to gather around Georges Bataille, such 
as Antonin Artaud and André Masson. What has gone unnoticed is that these factions correspond to a 
divide between those who experienced the First World War as medical professionals and those who 
were profoundly physically and psychologically pathologised as a consequence of the conflict.  
 
This paper seeks to contextualise Bataille’s apophatic methodological approach and theory of vision 
developed in the interwar period in terms of both his personal life and his political resistance to right-
wing rhetoric of the 1930s, which linked the public health quandary caused by venereal disease to 
moral decline, transgressive sexuality, immigration and political crisis. Taking as my subject both his 
political writing such as the essay “The Psychological Structure of Fascism” published in the avant-
garde Marxist-Leninist review La Critique sociale and his transgressive novel Blue of Noon (completed in 
1935) this paper will explore the relationship between public anxieties about the illegibility of syphilitic 




Hailey Maxwell is a PhD candidate at the University of Glasgow researching the collaborative 
experiments of Georges Bataille in the interwar period as instrumental to the development of the 
atheology announced by his unfinished project La Somme athéologique. In 2014, she graduated from 
the University of Glasgow’s “Art; Politics; Transgression: 20th Century Avant-Gardes” MLitt program, 
winning the Andrew Millar Prize for History for her dissertation “Metaphor and Myth: Georges Bataille 





University of St. Andrews, UK 
 
Aldo Braibanti and the Institutions of Violence  
 
In the context of current securitarian states and militarised border regimes, can we imagine or recover 
an aesthetics of excess that would not mirror, miniaturise, reproduce, or simply be subsumed by these 
forms of violence? In an effort to answer this question — a question that is admittedly excessive in its 
scope and ambition — I offer an analysis of Le prigioni di stato (State Prisons), a collection of essays 
published in 1969 by the then-imprisoned Italian poet, playwright, and anarchist Aldo Braibanti. Le 
prigioni di stato, subtitled Un moderno pensatore anarchico annuncia la fine dell’uomo e la resurrezione 
della natura (or, A Modern Anarchist Thinker Announces the End of Man and the Resurrection of 
Nature), is a critique of anthropocentrism as well as a critique of state institutions, and I argue for the 
importance of recovering both of these critical projects for a present marked by crisis. To this end, I 
draw on — and work to bring together — two sets of recent arguments: one, those that find resources 
for ecological thought in what we might take to be lapsed, even critically embarrassing, aesthetic 
forms; and two, those that seek to complicate the distinctions between border enforcement and 
policing, between military and civilian force, and indeed between war and peace, or war and politics 
defined as war by other means. Recently, returning to the work of Foucault and Deleuze and Guattari, 
among others, scholars have again been willing to entertain the possibility that politics as we know it 
might constitute “an element, a strategic modality, of the whole constituted by war." I ask what 
Braibanti’s study of state prisons might contribute to these urgent and ongoing critical conversations. If 
by definition the state is, as Braibanti suggests, an institution that imprisons as it wages war on its 
subjects, then “excess” comes to name an exit from the impasse of the state, and that of the human.  
 
 
Ramsey McGlazer is Lecturer in Italian and Comparative Literature at the University of St Andrews. He 
completed a PhD in comparative literature and critical theory at the University of California, Berkeley, in 
2015. More recently, his research has been supported by the Pembroke Center for Teaching and 
Research on Women at Brown University and the International Consortium of Critical Theory Programs. 
He is Associate Editor of Critical Times and, with Lorenzo Fabbri, Co-Editor of Italian Culture. He has 
also translated a range of critical and activist texts from both Italian and Spanish. These include a 
translation of La oscuridad y las luces, by the Argentine critic Eduardo Grüner, published in 2019 as The 
Haitian Revolution: Capitalism, Slavery, and Counter-Modernity. His first book, Old Schools: Modernism, 





Queensland University of Technology, Australia 
 
Defining and Re-defining Modernism in Relation to the Crisis of the 1960s 
 
This paper probes how the emergence of minimalism and Conceptual Art not only underscored a 
perceived “crisis” of art in the 1960s, but this crisis has had an enduring impact upon the Anglo-
American conception of modernism ever since. Notably, the American critic Clement Greenberg 
baulked at the prospect of minimalism, which he did not recognise as an extension of modernist 
painting, but rather understood as an aberration. Furthermore, Conceptual Art was simply beyond the 
pale; a kind of even more insidious non-art. In the midst of these quarrels, Greenberg was provoked to 
publish his famous paper, “Modernist Painting”, one of the most deceptively succinct and lucid 
accounts of modernism, but one reliant on a formalist, teleological vision of modernist painting as a 
mission — the path to ever more pronounced “flatness.” 
In turn, Michael Fried responds to Greenberg’s failure to adequately define modernism by setting up 
the dialogue between theatricality and absorption; again as an attempt to define a proper modernist 
art that bypasses the aberrations of minimalism and conceptual art. 
 
In a contrary movement, many important works of the 1920s were being reconstructed in the 1960s — 
Lissitzky’s Proun Room; Schwitters Merzbau, etc.—which re-introduces a different set of practices than 
those defined as “modernist” by either Greenberg or Fried. 
 
The 1960s therefore was pivotal to the recovery of modernist practices and also to the diagnosis of a 
perceived crisis in art. The crisis was pivotal to the forging of the Anglo-American definition of 
modernism — the Paris-New York story. While subsequently many art historians and critics may 
dispute the different formalist conceptions of Greenberg and Fried, the definition of modernism that 
they developed in the wake of the crisis in the 1960s has endured and is commonly repeated — only to 
be dismissed as another aberration. 
 
 
Andrew McNamara is an art historian and Professor in the Creative Industries Faculty of the 
Queensland University of Technology in Australia. He received his PhD in 1994 at the Power Institute, 
University of Sydney. His research has focusses on the modernist legacy for contemporary art and 
culture, which he regards as contradictory or paradoxical rather than a purely negative or positive 
phenomenon. This consideration was first explored in the publication, An Apprehensive Aesthetic? The 
Legacy of Modernist Culture (Peter Lang Publishing) 2009. His most recent publications include: 
Undesign (Routledge, 2018); Surpassing Modernity: Ambivalence in Art, Politics and Society (Bloomsbury, 
London, 2018/19); and with Philip Goad, Ann Stephen, Harriet Edquist and Isabel Wünsche, Bauhaus 
Diaspora and Beyond: Transforming Education through Art, Design and Architecture (Miegunyah and 
Power, 2019). He is a Fellow of the Australian Academy of the Humanities; an executive member of the 
European Network for Avant-Garde and Modernist Studies (EAM) and sits  on the National Advisory 







University of Tallinn, Estonia 
 
British Modernism and The Crisis of Historicism 
 
This paper examines how notions of temporality in the early twentieth century were shared across 
borders and disciplines, tracing an Anglo-German exchange of ideas between historians, theologians 
and literary writers. Ernst Troeltsch wrote in 1922 of a “Crisis of Historicism”, referring to a loss of moral 
foundations resulting from treatments of human activity as historically conditioned, and all social, 
religious, and political structures as mere products of circumstance and context. Although “historicism” 
was for its founders (notably Leopold von Ranke) compatible with faith in a providence at work 
organically within each epoch, as a practice it resisted treatments of history as a rational process, 
recommending the “colourless” study of facts. By the time of Troeltsch’s commentary, historicism itself 
was being historicised, and the implicit faith that underpinned the Rankean tradition was itself subject 
to a newly stringent interrogation. Troeltsch’s anxieties about this new relativism came to the fore in 
the interwar period but had taken root much earlier; in 1896 he told an academic conference that 
“everything is tottering”. This paper draws links between this phase of German intellectual history and 
some English texts and authors of the same period. Glancing back to Matthew Arnold’s anticipation of 
these effects in his 1855 account of a Christianity “wandering between two worlds, one dead, The other 
powerless to be born”, the paper then homes in on J.N. Figgis, the academic historian and clergyman 
whose works are exemplary of the mood of “crisis” in its English form. Figgis wrote in 1916 of the idea 
of progress being ‘torpedoed’ by the conditions of modernity and in particular by the Great War. The 
paper then considers a literary figure increasingly active within Figgis’s Anglican circles, T.S. Eliot, noting 
his earlier exchanges with more radical allies in the cultural modernist movement, including Ezra 
Pound. These modernists’ images of historical data undercut by relativisation (“a heap of broken 
images”, or a magnetic pattern in “a pile of iron filings”) reveal an overlooked family resemblance 
between the avant-garde and academic language of “crisis” in the early 20th century. The paper 
contrasts Pound’s and Eliot’s response to this state of affairs: one moving towards fascism, the other 
towards Anglican Toryism. Lastly, the paper notes Eliot’s admiration for Karl Barth, another respondent 
to Troeltsch’s ‘Crisis of Historicism’, returning us to the German context and illustrating Eliot’s sensitivity 
to “the Mind of Europe”. 
 
 
Henry Mead is a Research Fellow at the University of Tallinn working on the Between the Times ERC 
project. His research interests lie in modernist ideology, its roots in theological and political debate, and 
its legacy in current political thought. He has published book chapters and articles on forms of “political 
religion” on the left and right, and analogous features of fin-de-siecle literature and art. His first 
monograph, T.E. Hulme and the Ideological Politics of Early Modernism (Bloomsbury Academic 2015, 
pbk 2017) looks at anti-liberal currents in the Edwardian political and cultural avant-garde, tracing 
strands of libertarian and guild socialism, conservatism, and emergent fascism. He co-edited the 2014 
collection Broadcasting in the Modernist Era (Bloomsbury Academic, 2014), has recently published on 
Ezra Pound’s Canto 4 and Dora Marsden’s anarchism, and is working on a new book dealing the motif 
of Original Sin in modernist writing. Henry Mead completed his DPhil at Worcester College, Oxford, in 
2011. He has taught for various Oxford colleges, and between 2014 and 2017 was Research Associate at 




Université de Saint-Étienne, France 
 
Une crise des modalités de perception sensorielles  
 
Comme le suggère Umbo dans ce photomontage intitulé ‒ « Le reporter pressé » ‒ daté de 1926, la 
période des avant-gardes correspond à un profond renouvellement des modes d’appréhension du 
monde ‒ qui découle de l’usage croissant des machines afin de se déplacer, de fixer des images, de 
retenir des sons ou encore d’écrire. L’exploitation des capacités des appareils photographiques de 
petits formats, ultra-rapides et maniables, peut être décelée au sein des productions de la « Nouvelle 
vision ». Le cinéma expérimental tire quant à lui les conséquences de la mobilité de la caméra et des 
possibilités du montage. Le regard se trouve dès lors intrinsèquement habité du mouvement et relié au 
corps du sujet percevant. Les rapprochements et les heurts de réalités très différentes se trouvent 
facilités. Si les machines modifient profondément les représentations du monde, elles changent aussi 
les manières de le comprendre, le progrès des sens n’étant pas dissociable de celui de l’intellect, ainsi 
que des évolutions éthiques. 
 
De cet ébranlement des modalités d’appréhension sensorielles, les discours d’escorte ‒ qu’ils émanent 
de critiques ou d’hommes de lettres ‒ comme les réalisations photographiques et cinématographiques 
de l’époque procurent des mises en récit. Les productions visuelles et les écrits les plus variés en 
viennent à expliciter ou à problématiser le changement perceptif en cours, donnant à comprendre les 
mécanismes de subjectivation à l’œuvre dès lors que l’homme se trouve abouté à des machines (de 
vision, d’audition, d’écriture ou encore de locomotion). Des récits iconiques ou langagiers le répètent à 
l’envi : d’intenses changements perturbent les routines du regard et des sens, préparant l’avènement 
d’un sujet neuf. L’examen de textes critiques ou littéraires, de réalisations photographiques ou 
cinématographiques précises permettra de dégager les modalités de narration de cette crise. 
 
 
Danièle Méaux, spécialiste de la photographie contemporaine, est professeur en esthétique et sciences 
de l’art à l’université de Saint-Étienne. Elle est l’auteur de La Photographie et le temps (PUP, 1997), 
Voyages de photographes (PUSE, 2009), Géo-photographies. Une approche renouvelée du territoire 
(Filigranes, 2015), Enquêtes. Nouvelles formes de photographie documentaire (Filigranes, 2019) et 
Anatomie d’une ville (Filigranes, 2020). Elle a dirigé en 2019 le numéro 334 de la Revue des Sciences 






Université Côte d’Azur, France 
 
Du symbolisme au futurisme : Tailhade et Marinetti 
 
E per parer novatori essendo gaglioffi. Ecco qua : Pigliate un chilo di Verhaeren, dugento grammi di 
Alfred Jarry, cento di Laforgue, trenta di Laurent Tailhade, cinque di Viélé-Griffin, una manciata di 
Morasso – si anche del Morasso – un pizzico di Pascoli, una boccetta d’Acqua Nunzia. Pigliate ancora : 
quindici automobili, sette areoplani (sic), quattro treni, due piroscafi (…).  
 
Voici la « Ricetta di Ribi Buffoni » par laquelle Soffici, dans La Voce, en 1909, commente le « Manifeste 
de Fondation du futurisme ». Soffici a parfaitement saisi l’essence du manifeste, et pointe très 
précisément l’héritage que Marinetti a assimilé en donnant lieu et vie au mouvement futuriste.  
 
Dans sa recette, Soffici cite le nom de Laurent Tailhade : un auteur oublié – Décaudin le cite en passant 
– et qui est pourtant l’un des passeurs de la crise des valeurs symbolistes. Qui est-il ? Henri Béhar le 
considère comme le père spirituel de Jarry, et Gino Agnese le définit « il partigiano degli anarchici ». 
Apollinaire ne semble pas le tenir en grande estime (« T. est bien un grand styliste mais ses mots sont 
discutables », écrit-il en 1902, alors qu’en 1916, en commentant le compte-rendu que Tailhade fait du 
Poète assassiné, il affirmera que finalement le texte de celui-ci est « d’une grande banalité »). Né en 
1854 et mort en 1919, anarchiste, morphinomane, excentrique, Tailhade avait perdu un œil au cours 
d’un attentat et avait été condamné à un an de prison, accusé d’avoir incité à l’homicide du Tzar de 
Russie. Il avait été pour un temps l’amant d’Edward Sansot, fondateur de l’Anthologie-Revue, et futur 
éditeur français de Marinetti. 
 
Le jeune Marinetti, dans sa correspondance avec Gustavo Botta, notamment à l’époque de sa 
collaboration avec l’Anthologie-Revue, parle souvent de lui et avec la plus grande admiration, mais la 
postérité n’a pas tout à fait pris en compte cette référence, le nom ayant souvent été mal transcrit. 
Dans ma communication je souhaiterais revenir sur les liens personnels et poétiques unissant Tailhade 
et Marinetti qui, pour un temps – et probablement pour un peu plus que « trente grammes –, l’a 
sûrement considéré comme l’un de ses modèles, derrière Gustave Kahn.  
 
 
Barbara Meazzi est professeure en d’études italiennes à l’Université Côte d’Azur et membre du Centre 
de la Méditerranée Moderne et Contemporaine. Elle travaille sur le futurisme italien et plus 
généralement sur les avant-gardes et les néo-avangardes. Elle est l’auteur d’une monographie sur la 
réception du futurisme en France (Le futurisme entre l’Italie et la France – 1909-1919, Chambéry, 
Éditions de l’Université de Savoie, 2010, 217 pp) et a coordonné la publication de plusieurs ouvrages 
(par exemple L’autre front / Il fronte interno. Art, culture et propagande dans les villes italiennes de 












Université Côte d’Azur, France 
  
“Siamo completamente tra le nuvole”: Flying over Fiume 
 
In 1922 Ricciotto Canudo sent D’Annunzio a copy of his “visual novel” L’autre aile, with the inscription 
“To Gabriele d’Annunzio — in his silence — Canudo — from his silence” . The novel, on which a film 
will be based in 1923, tells the story of a woman, Hélène Tarnière, who decides to become an aviatrix 
after witnessing the death of the man she loves. The text has been little studied; no one has noted yet 
that the story was written in the aftermath of the adventure in Fiume, in which Canudo was involved for 
some time: this is attested by a picture of him with the Comandante, dated March 1920. The original 
matrix of Canudo’s text is certainly still Forse che sì, forse che no, which D’Annunzio had published in 
1910, inaugurating a fruitful season of “aviation novels”. We remember, among others, La veste 
d’amianto (1913) by Flavia Steno; in the futurist sphere, we must at least mention Marinetti’s Le 
Monoplan du Pape (1912), and L’Ellisse e la Spirale (1914) by Paolo Buzzi , who even imagined 
interplanetary flights, before Marinetti and Azari drew up their Primo dizionario aereo italiano (1929). It 
can be read in the introduction: “In 1919 the Futurist newspaper La Testa di ferro brought a first list of 
Italian aviation words collected by F. T. Marinetti. He submitted it to the judgement of aviator Azari. 
Thus was born the collaboration Marinetti-Azari to the first aviation dictionary”. The adventure in 
Fiume, however, reactivates the fortune of the “aviation novel”: in 1922 Mario Carli prints his (strongly 
autobiographical) novel Trillirì, where the sentimental and political events of Teresa Lery — called Trillirì 
— Bruno Landeschi and Elena Simzek, between Rijeka and Milan, between D’Annunzio, Keller and 
Marinetti, are related. In my talk, focussed on the literary figure of the aviator and the aviatrix, I would 
like to dwell on some interesting similarities between Carli’s text and Canudo’s, both conceived on the 
ashes of the Fiume revolution. 
 
 
Barbara Meazzi has worked as a full professor at the University of Nice Sophia Antipolis since 2013. She 
directed the department of foreign languages and the Italian section. She is currently assistant director 
of the Centre de la Méditerranée Moderne et Contemporaine and assistant director of the journal Les 
Cahiers de la Méditerranée. Among the most recent publications, Le futurisme entre l’Italie et la France – 
1909-1919, Éditions de l’Université de Savoie, 2010; Simone de Beauvoir, réceptions contemporaines, 
texts collected by Marie-Joseph Bertini, Odile Gannier, Magali Guaresi, Barbara Meazzi, Francesca 
Sensini, Maria-Grazia Scrimieri, Cahiers 25-26, Sens Public, 2019; L’autre front / Il fronte interno, texts 
collected by Manuela Bertone et Barbara Meazzi, Cahiers de la Méditerranée, n. 97, December 2018; La 
culture fasciste entre latinité et Méditerranée, texts collected by Jérémy Guedj et Barbara Meazzi, Cahiers 





University of the Arts Zurich, Switzerland 
 
China on the Aestheticist’s Table: Re-visiting Oscar Wilde’s Imagined Other 
 
Recalling the carefully decorated breakfast table of fellow Aestheticist James McNeill Whistler, the 
“dainty blue and white china, with a cluster of red and yellow chrysanthemums in an old Nankin vase in 
the centre” left a particular “charming” impression on Oscar Wilde. Blue and white china was by no 
means an exception on British middle and upper class tables at the end of the 19th century — in many 
cases appropriated from China by European manufacturers. But, the views that Wilde and other 
Aestheticists shared on China as a cultural counterpart to British visions of modernity, and china as a 
commodity that “touch[es] us” in everyday life, points to the extraordinary significance of both the 
imagined place and the popular commodity for the Victorian home. 
 
In opposition to Aestheticsm’s notorious reputation as the absolute call for an autonomy of art and 
artists, Wilde integrates a part of mundane material culture into his vision of aesthetic sensibility. To 
complicate this relationship even more, Wilde also addresses a Daoist other in his writings that opposes 
the utilitarian capitalist logic of the Victorian era. My proposal aims to revisit this two-fold protest 
against a socio-aesthetic crisis with the help of an imagined China. 
 
Could Wilde’s attempt be seen as a move to re-define relations between art and life in the way of an 
oppositional proto-avant-gardist “crisis concept” (Matei Călinescu) — or even as a proto-
postmodernist thinking that favours deconstruction, contradiction and cultural recoding (Terry 
Eagleton)? While many avant-garde theories highlight the importance of Aestheticism as catalyst for 
the development of self-reflexivity, only few focus on its transgressing qualities with regard to non-
Western cultures and the sphere of commodities. My perspective will take a closer look at recent 
studies concentrating on these impacts (cf. Elizabeth Chang) to re-evaluate the position of Aestheticism 
within a broader framework of avant-garde theory. 
 
 
Burkhard Meltzer is an associate lecturer at the University of the Arts Zurich (ZHdK) and a freelance art 
critic/curator based in Zurich. After studying photography in Dortmund and Zurich, he was part of the 
curatorial team of the Kunsthalle St. Gallen from 2003 to 2007. From 2007, he has organised several 
projects as a freelance curator — such as Gibst Du mir Steine, geb ich Dir Sand (2012), Rethinking the 
Modular (2015) and A chair, projected (2019). 
Meltzer has published in magazines such as frieze magazine, artforum.com and form, as well as in 
books about art and design. A contribution to the forthcoming EAM-anthology Realisms of the Avant-
Garde is currently in print. Meltzer has also co-edited books such as It’s not a Garden Table. Art and 
Design in the Expanded Field (JRP-Ringier, 2011), Ausstellen — Zur Kritik der Wirksamkeit in den Künsten 
(Diaphanes, 2016) and Rethinking the Modular (Thames & Hudson, 2016). Furthermore, Burkhard 
Meltzer has headed several research projects at the Institute for Critical Theory (ZHdK) about design’s 
role in contemporary art from 2008-2015. A monograph on this topic — with a special focus on avant-




Independent theatre scholar, Poland 
 
Society in Crisis. Witkacy’s The Cuttlefish in the Interpretations of Interwar Cricot and Postwar Cricot 2 
Theatre 
 
Stanisław Ignacy Witkiewicz was one of the leading Polish advocates of catastrophism. Nearly all of his 
literary works take up one and the same problem, which could be defined as the human condition in a 
situation of particular danger — whether it be a revolution, social upheaval, the rise of a totalitarian 
state, or a mechanised society acting as a cruel, soulless machine. Such issues are also dealt with in the 
1922 drama entitled Mątwa (The Cuttlefish). This play was staged in 1933 by the experimental Cricot 
theatre in Krakow. The performance was an artistic response to the social and political reality of that 
time. It gave a critical vision of a foolish society unaware of its real situation and the imminent threats it 
faced, the consequence of which would soon prove to be World War II. After the war, in 1956, Tadeusz 
Kantor presented Mątwa in the Cricot 2 theatre which he founded. It seems that Kantor’s aim was to 
ask a question as to how reality would actually appear after the catastrophe of war, where it might be 
heading, and whether anything had changed for the better. In my paper I will attempt to analyse how 
representatives of the interwar and postwar theatre avant-garde, with the help of Witkacy’s play, tried 
to diagnose the condition of Polish society during their time. I am also interested in the question of to 
what extent a situation of societal crisis, as diagnosed by Witkacy, was reflected in these two similar, yet 
seemingly different, realities. 
 
 
Justyna Michalik-Tomala is an independent theatre scholar and a specialist on the art of Tadeusz 
Kantor. She received her PhD from the Institute of Art, Polish Academy of Sciences. She has co-edited 
numerous books and exhibition catalogues published by the Centre for the Documentation of the Art 
of Tadeusz Kantor — CRICOTEKA in Krakow. She is also the author of the book Idea bardzo 
konsekwentna. Happening i Teatr Happeningowy Tadeusza Kantora [A Very Consistent Idea: Tadeusz 
Kantor’s Happenings and Happening Theater] (2015). She is a member of the team of experts in the 
project Reclaimed Avant-garde. Polish and Central-European Avant-garde in the frames of the National 
Programme of the Development of the Humanities (NPRH) in the years 2018-2023. She has published 
in Teatr, Pamiętnik Teatralny (Poland), Teatrul Azi, Scena.ro (Romania), Szcenárium (Hungary). Her 
research interests are: avant-garde, culture studies, performative studies, art and politics, relationships 





Courtauld Institute of Art, England 
 
Gabriele d’Annunzio’s 1919 Occupation of Fiume at the Exhibition of the Fascist Revolution (1932): 
Experiencing National Crisis 
 
The Fascist National Party celebrated the decennial of power with the now infamous exhibition Mostra 
della Rivoluzione Fascista (The Exhibition of the Fascist Revolution, October 28, 1932–October 28, 1934). 
The visitors could “experience” national crisis and salvation through an amalgam of art, architecture, 
design and historical documents all arranged according to the characteristics of the leading modernist 
trends in Italy: Futurism, Rationalism, Neo-Impressionism and the Italian Novecento. The exhibition was 
undoubtedly a glorification of the state and Mussolini’s image, but two rooms were also dedicated to 
d’Annunzio’s 1919 occupation of Fiume. Earlier research has already looked into the propagandistic 
narrative of the exhibition and its potential to shape consciousness; however, little attention was given 
to Fiume. Discovering the particular way d’Annunzio and Fiume were represented and their place in the 
overall outline of the exhibition can help clarify the role of the occupation in the genealogy of fascism 
― as it was understood by the regime in the 1930s ― as well as the psychological response that the 
viewer was meant to experience in the two rooms. Resting on Futurist and Rationalist aesthetic 
solutions, the installations reveal intricate negotiations of Fiume’s and d’Annunzio’s multiple cultural, 
political and social roles in the consolidation of the regime’s power. Through a study of exhibited 
artworks, photographs, sketches, exhibition reviews, catalogue entries and political writings of Filippo 
Tommaso Marinetti, I will claim that the 1919 occupation of Fiume was presented as a climax of a 
national crisis and served to illustrate a critical turning point that was resolved by Mussolini’s March on 
Rome in 1922. Using the exhibition as a case study, the paper will also seek to re-evaluate a branch of 




Ana-Maria Milčić is an AHRC funded PhD candidate and Teaching Assistant at the Courtauld Institute 
of Art, supervised by Professor Sarah Wilson. She completed her BA and MA in Art History and English 
Language at the University of Rijeka in Croatia.  She is currently in the third year of her PhD at the 
Courtauld focusing on Futurism and politics in Italian occupied territories between the two world wars. 
She is the Co-Editor-in-Chief of immediations, the Courtauld’s annual, peer-reviewed journal of art 





Polish Academy of Science, Poland 
 
New Technological Horizons in Contemporary Art? 
 
Following Herve Fisher (Fisher 2000), the crisis of avant-garde ideology marked the end of a great era 
but was also the beginning of a new chapter in building art history. Electronic art that been appearing 
since the 1970s was a manifestation of the avant-garde art crisis, but also a reflection of new 
sociological and technological changes. Therefore, the question arises as to whether disruptive 
technologies are new methods or a crisis of communication in art? I would like to discuss the newest 
technologies used in art practice, for example artificial intelligence and virtual reality, both as new 
means of expressing artistic ideas and as reflections of the cultural spirit of our time.  
 
Digital art, which uses newer and newer technologies, was not accepted for a long time. Although in 
the global media, new technologies are recognised as a new trend in art and the direction in which art 
will develop, selected experts, for instance. Lev Manovich, believe that artificial intelligence is only a 
transitional stage, a temporary fashion and not a permanent direction of art development.  
 
Therefore, I would like to show that newer and newer technologies are not only a temporary 
phenomenon occurring in the world of art or a crisis in the communication of artists, but a clear trend 
showing the spirit of our time, a tool for expressing ideas.  
 
 
Justyna Minkiewicz is a PhD candidate at the Polish Academy of Science. She graduated with an MA in 
the History of Art at Nicolaus Copernicus University in Poland. She also studied marketing at the 
Charted Institute of Marketing and public relations at Warsaw School of Economics. She also works in 
the field of communications,  with over 10 years of experience in the marketing and public relations 
industry. Additionally, she is involved in work for the Society of Friends of the Modern Art Museum in 
Warsaw, acting as a Chairman of the audit committee. Her area of research incorporates new 





University of Kent, England 
 
Modernism and the School of Anachronism — Nietzsche, Freud, Warburg 
 
The crisis of the modern individual — i.e. of the Kantian and the Idealistic subject — is, as it is well-
known, deeply rooted in the theories of the “masters of suspicion” — Nietzsche, Freud, Marx (Ricœur, 
1970). However, another name can be added to the list, both because of his chronological and 
theoretical proximity: that of Aby Warburg, the Hamburg historian of art whose notion of pathosformel 
(formula of pathos) and Nachleben (Survival of Antiquity) show a similar attitude of suspicion towards 
the tradition of this discipline as well as towards that of aesthetics. Moreover, Warburg’s addition 
reveals a peculiar connection between these names, especially those of Freud and Nietzsche. In fact, 
Warburg’s notion of nachleben echoes Nietzsche’s theory of the tragic, as well as Freud’s reference to 
ancient myths and artworks, in so far as it shares with them a common understanding of the Classic as 
a set of beliefs, theories, and works of art that do not merely belong to a long distant past but that 
somehow run through history and up to the modern era as an anachronistic element able to trigger 
the collapse of its episteme. The thesis of the paper is that it is exactly on the basis of this haunting 
presence of the classical past that these authors deconstruct the modern consciousness — be it 
through the figure of Oedipus (Freud), through those of Apollo and Dionysus (Nietzsche), or the 
maenads (Warburg). The crisis of the subject which characterises modernism takes in fact, in the works 
of these authors, the form of a deeper understanding of the Classic (as opposed to the neoclassic 
tradition), and of an attempt to reactivate its anachronism (Didi-Huberman, 2018). The paper will 
therefore focus on the fundamental role played by the anachronistic element of antiquity in 
Nietzsche’s, Warburg’s and Freud’s critiques of modern episteme, thus outlining something akin to a 
“school of anachronism”. 
 
 
Anna Montebugnoli graduated in Aesthetics and Theoretical philosophy at the University of Rome 
Sapienza in 2014, with a thesis on the relation between the concept of matter and the generation of the 
mother. At the end of May 2018, she obtained her PhD in Intercultural Humanistic Studies at the 
University of Bergamo with a thesis on the archeology of the representation of punishment. She is 
currently studying for a MA in History and Philosophy of Art at the University of Kent. Her research 
interests range from the history of aesthetics and ancient philosophy, to feminist theory and the 





Alpen-Adria-University Klagenfurt and University of the Arts Bremen, Germany 
 
Crisis and Nostalgia: The Case of Contemporary Design 
 
In her book The Future of Nostalgia, Svetlana Boym notes that the 20th century began with a future-
oriented utopia and ended with nostalgia. Whereas utopia would imply the amnesia of the past and 
project a transhistorical future world, nostalgia dwells in history and its infinite memories. However, 
nostalgia would not simply replace the utopian visions of the past, it rather has a utopian dimension 
itself: by memorising past visions, it renews their unrealised potential. Thus, the nostalgic is only not 
past-oriented but rather acts “side-ways”; she ultimately refers to a temporality out of joint. 
 
Whereas Boyms book started from an analysis of post-socialist memory in the 1990s, her 
considerations are even more valid today: nostalgia remains a strong historical emotion that comes 
along with the deep political and cultural crises of our age. In the early 21th century, this can be 
observed as political nostalgia or cultural retrotopia (Brexit, Make America Great Again), but also as an 
analogue nostalgia that responds to the transformations and crises of the digital age. Yet, nostalgia can 
also be identified in contemporary art and design. Restorative retro designs are popular in times of 
crises: they try to move back in time and actualise or at least quote a lost past, but they might also 
commodify and capitalise on it. However, as Boym states, there exists a more reflective form of 
nostalgia as well, which rather thrives in “algia” — the longing itself — than in the wish to rebuild a lost 
home. This is what reflective nostalgia does: It dwells in the temporal ambivalences of modernity, it 
engages with memory as a infinite archive and it opposes the hegemonic idea of a linear development 
in time and progress in order to enforce another — more positive — crisis, namely one in the present 
state of affairs itself — it breaks up with the status quo and opens an horizon of possibility. 
 
In my paper, I will engage in a reading of what reflective nostalgia means against the backdrop of 
nostalgic phenomena in contemporary design that engage with the past visions from the 20th 
century’s avant-garde design history — a design that engages progressively with history and cultural 
memory. Examples can be found in critical and speculative design (for example, Dunne & Raby). Unlike 
being retrotopian, as Zygmunt Bauman argued, nostalgia appears in their praxis to be a critical 
concept: it offers an alternative reading of the past and thus insists on the possibility of a different 
present and future as well. 
 
 
Sebastian Mühl is a postdoctoral researcher in contemporary art history and visual culture. His research 
focuses on global art history and the politico-aesthetic implications of artistic perceptions of modernity. 
In 2018, he finished a PhD on the revival of utopian thought in contemporary art. The monograph will 
be published with Transcript in 2020. In his postdoctoral research, Sebastian investigates post-socialist 
and transcultural developments in contemporary art. Mühl was Research Assistant to Professor Juliane 
Rebentisch at Offenbach University of Art and Design and holds a position as Senior Scientist at Alpen-
Adria-University Klagenfurt. He currently lectures in art and design history and visual culture at Alpen-
Adria-University Klagenfurt and the University of the Arts Bremen (Faculty of Art and Design). 
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Müller, Larissa Maria 
University of Tübingen/Akademie Schloss Solitude 
 
Everyday Life in Art and Art in Everyday Life. Crossing the Boundaries  
 
No other art movement was as obsessed with speed and with capturing life in its most holistic way as 
Futurism. On the one hand, Futurism crossed the boundaries of “pure” art and celebrated fashion, 
design, handicrafts, other applied arts and even futuristic culinary arts. From this perspective, the crisis 
that led to a destructive style, especially among Futurists, ultimately anticipated what we call “lifestyle” 
today. Everyday subjects in art and art in everyday life. On the other hand, and on a much deeper 
inherent level, Futurists tried to make the experience of art as emotional, vivid, vibrant and synaesthetic 
as possible. Everything consists of an infinite amount of vibrations, as Bragaglia wrote. And the task of 
the artist was to make these vibrations, which are not accessible to the eyes, visible and to translate 
them into art. By translating these vibrations and capturing the movements and analysing the depths of 
objects, the Futurists transcended them, always aiming to show much more with their art than just 
something static. It was all about capturing and preserving the ephemeral moment of gestures, and of 
life itself.  
 
 
Larissa Maria Müller studied German and Italian philology, aesthetics and art history at the University of 
Tübingen. She has been working as project coordinator for the international Network “Literary Cultures 
of the Global South” at the University of Tübingen and used to write for several internationally known 
magazines in the field of fashion and science. Since July 2019, she has been a fellow for art 
coordination at the Akademie Schloss Solitude within the programme art, science and business and 
works there on her PhD project focussing on the interdisciplinarity of literature, art and fashion in 





Freelance writer, Germany 
 
Being in Art after Auschwitz: Anselm Kiefer’s Reflection on History, Fascism, and the Holocaust 
 
Anselm Kiefer belongs to the postwar generation of the young German artists who could not accept 
attempts to cast off the recent past, and for whom the neutral depoliticised language of abstract 
expressionism was not sufficient to express the postwar reality. In 1951 Heidegger warned of intellectual 
devastation, which he understood as the expulsion of memory. Kiefer subscribed to this viewpoint and 
was deeply convinced that “only by going into the past, can you go into the future.” Kiefer turned to 
myths to explore how German cultural heritage was misused by the Nazis, who employed it for their 
identity construction. He addressed the topic of the Holocaust through the poetic images of Paul 
Celan, a Holocaust survivor, who considered poetry as a mode of existence. Celan developed symbolic 
but highly precise language and explained his urge to write poems as the necessity “to speak, to orient 
myself, to discover where I was and where I have been going to, to create my reality.” Anselm Kiefer 
stood before the same task: the task of re-inventing a language that would be capable of expressing 
the real being, which for him meant being in history. 
 
 
Vlada Müller is a freelance art writer living in Dresden. She holds a Masters degree in Philosophy from 
Moscow State Lomonosov University and a Masters degree in Art Criticism and Aesthetics from the 
University of Helsinki. She has presented her work on avant-garde and contemporary Russian art at 





Moscow State Stroganov Academy of Design and Appplied Arts, Russia 
 
The First Russian Art Exhibition and Ivan Puni’s Search for the “Modern Moment” in Art 
 
After the First World War, modern art throughout Europe was shaped by the so-called “return to 
order.” At the same time,  revolutionary art from Soviet Russia, particularly suprematism and 
constructivism, hit the European art scene. Ivan Puni holds an interesting position in the Russian avant-
garde because he “rebelled” against abstract art and constructivism at a time when those movements 
were influencing the development of modern art across Europe. Puni is known as an organiser and 
participant of exhibitions of the pre-revolutionary avant-garde such as Tram B and 0,10. After the 
October Revolution, he was a founding member of the union Freedom of Art, taught at the State Free 
Workshops in Petrograd and at the Vitebsk Art School, and wrote articles promoting futurism and left-
wing art. He moved to Berlin in 1920, participating in the activities of the international avant-garde, 
holding a personal exhibition at the Sturm gallery in 1921 and giving a remarkable lecture at the House 
of Art in 1922. His 1923 book Contemporary Painting shows a radically changed view on modern art, 
revealing a strong influence of the works he had seen in the First Russian Art Exhibition. In my paper, I 
will analyze the paintings Puni submitted to the Van Diemen Gallery for the First Russian Art Exhibition 
as well as to the Great Berlin Art Exhibitions of 1922 and 1923, which will help me to clarify a number of 
still unexplored aspects of his biography. 
 
 
Olga Muromtseva received her PhD in history from Moscow State University in 2004. She is assistant 
professor of art history at the Moscow State Stroganov Academy of Design and Applied Arts where she 
has taught courses on modern and contemporary Russian and international art since 2015. Her main 
research interests are Italian art of the first half the 20th century, Russian avant-garde artists living 
abroad, art history of the 1920s, and contemporary art theory. Since 2016, she has also served as 
director of the Cultural Charity Foundation U-ART, where she runs the scholarship programme for 
researchers of Russian art in foreign archives and libraries. Among her recent projects are the exhibition 
The Georgian Avant-garde: 1900–1930s: Pirosmani, Gudiashvili, Kakabadze, and Other Artists (State 
Pushkin Museum of Fine Arts, 2016-17), Vivacello and Vivarte music festivals (in collaboration with the 
State Tretyakov Gallery, since 2017), and the annual Contemporary Art Award “The Book of the Year” 





University of Exeter, England 
 
Crises of Identity and Pathological Metaphors in Spanish Modernist Fiction 
 
The panoply of angst-ridden, tormented anti-heroes in search of direction is well-documented in early 
twentieth-century Spanish literature. From Baroja’s Fernando Ossorio in Camino de perfección (1902), to 
Azorín’s Antonio Azorín in La voluntad (1902) and Unamuno’s Augusto Pérez in Niebla (1914), the 
recuperation of the early twentieth-century Spanish novel within the development of European 
Modernism has focussed predominantly on masculine subjectivity in male-authored fiction. In turn, this 
rewriting of Spanish literary history — which moves away from the insular notion of the Generation of 
1898 towards the incorporation of Spain within mainstream Modernist practices — finds its foundations 
in the critical analysis of a crisis of representation. 
 
The notion of crisis in the context of Spain during this period is deeply rooted in historical 
circumstances: namely the so-called Disaster of 1898, the War with the United States and the loss of 
Spain’s New World empire, Cuba, Puerto Rico and the Philippines. More broadly, however, the concept 
of crisis in this context needs to be questioned further. To what extent did intellectuals and writers 
emphasise the perceived crisis of national identity in their representation of individual subjectivity as a 
reflection of their own search for a role and the Modernist questioning of authority and authorship? 
 
My paper analyses and problematises the dominant use of pathological metaphors during this period, 
through narrative terminology that reinforces the notion of national crisis. From “aboulia” (loss of will) 
to moral deviance and psychological imbalance, my paper examines the often gendered representation 
of communal sickness in early twentieth-century Spanish literary fiction. The aim is to probe further 
established notions of crisis during this period in relation to the representation of individual and 
national identity in Spanish Modernist fiction.  
 
 
Katharine Murphy is an Associate Professor in Hispanic Studies and Comparative Literature at the 
University of Exeter, UK. Author of Re-reading Pío Baroja and English Literature (Bern: Peter Lang, 2004) 
and Bodies of Disorder: Gender and Degeneration in Baroja and Blasco Ibáñez (Cambridge: Legenda, 




Nelson, Anna Rose 
University of Michigan, USA 
 
“Non multa, sed multum”: Analyzing the Musical Modernists’ Aphoristic Aesthetic 
 
In 1924, on a first print of his work Sechs Bagatellen für Streichquartett op. 9, composer Anton Webern 
(1883–1945) inscribed the title page with the mantra “non multa sed multum” [not much in quantity, but 
much in content]. These words perfectly capture Webern’s compositional style during his “atonal 
period”: scaled-down pitch content, sparse textures, and most intriguingly, miniature forms. But what 
was Webern’s purpose for writing these strikingly brief works? What concept did these unique forms 
portray? 
 
In this paper, I assert that Webern’s “miniature” instrumental works—including Vier Stücke für Geige 
und Klavier op. 7 (1910), the Bagatellen (1911/1913), Fünf Stücke für Orchester op. 10 (1911/1913), and Drei 
Kleine Stücke für Violoncello und Klavier op. 11 (1914)—were the catalyst for what I call  a “modernist 
musical aphoristic aesthetic” that has endured a century. To support this claim, I provide a timeline of 
modernist musical aphorisms spanning the twentieth century, closing with the so-called “Last 
Modernist,” Brian Ferneyhough and his “fragment-forms.” Further, I argue that this aesthetic reflects a 
social atmosphere that no longer allowed for bloated, totalising, romanticising works. Following 
Theodor Adorno’s concepts of “truth content” [Wahrheitsgehalt], the “crisis of semblance,” and his 
assertion that art must mirror society in order to negate it, I argue that this pattern of aphoristic musical 
forms is a direct symptom of an uneasy political climate originating at the turn of the twentieth century. 
 
This aesthetic has led to the production of many aphoristic musical works whose unique forms and 
motivations have, as yet, remained unexplored. Through careful interpretations of Adorno’s comments 
on aesthetics, close readings of composers’ writings, musical analysis, and archival research conducted 
at the Paul Sacher Stiftung in Basel, I investigate this aphoristic aesthetic the better to understand the 
logic and lineage of musical modernists’ miniature and fragmented works. 
 
 
Anna Rose Nelson (b. 1990) is a PhD candidate in the music theory department at the University of 
Michigan. She holds a Bachelor of Music in Theory/Composition from St. Olaf College and a Master of 
Arts in Music Theory from the University of Minnesota. Anna’s research draws connections between 
musical analysis, compositional practice, critical theory, and terminology. Her recent work has focused 
on the intersection between composers’ analytical terminology and their compositions, modernist 
20th- and 21st-century string quartets, and Theodor W. Adorno’s writings on analysis and aesthetics. 
Her forthcoming dissertation, “Fragments & Miniatures: The Aesthetic of the Aphorism in Modernist 
Music,” traces a trend of musical aphorisms from Anton Webern’s “miniatures” in the early twentieth 
century through the long, enduring modernist era to the writings and “fragment-form” works of 





Black Mirror Research Network 
 
Evolving a Practice for the Post-Anthropocene? 
 
In this paper I reconsider the film, performance and installation work I made in the early 1980s and the 
work of fellow-artists including Annabel Nicolson and Monica Sjoo, and poets Peter Redgrove and 
Penelope Shuttle. This work was part of a radical feminist cultural and political critique of the 1970s and 
80s. At the heart of this work was a rejection of repressive aspects of patriarchy amongst which were 
bodily taboos (menstruation, childbirth) and misogynist monotheist religions. This work made common 
cause with the emerging “goddess spirituality” movement and the Women’s Peace Movement. It also 
sought to draw on older narratives of misogyny and women’s rebellion, including the heritage of 
witchcraft. 
 
This work was extremely challenging to conventional morality and religion, and provoked strong 
opposition from the religious and moral right: Sjoo’s paintings were censored and defaced, and my 
own work and that of Redgrove and Shuttle attracted vitriolic complaints and threats. Criticism also 
came from the art world, where feminism constituted a threat to the established order.  
 
In re-evaluating works including Water Into Wine (1980), Sea Dreams (1981), Mysteries (1982) and The 
Year Dance (1982-3), I now understand them as the first phase in a body of work, much of it made 
outside the mainstream art world, in which a politicised concept of place and animist perceptions of 
landscape have become part of a response to the growing ecological and climate crises.  
 
 
Judith Noble, in her recent work, seeks to find new ways of thinking in which the purely human-centric 
is displaced, and the non-human becomes more central: an attempt to move from the Anthropocene 
into what James Lovelock has termed the Novacene; a progression away from a hierarchy in which 
humans dominate. This work takes the form of actions and experiences in which others are invited to 





Stockholm University, Sweden 
 
Ecological Surrealism: Nature and Magic in Rikki Ducornet and Jan Svankmajer 
 
For several decades, the contemporary surrealists Rikki Ducornet (b.1943)and Jan Svankmajer (b.1934) 
have responded to the escalating ecological crisis in works in several different media. In novels such as 
Phosphor in Dreamland (1995) and the essays collected in The Deep Zoo (2015), Ducornet interrogates 
the links between the human exploitation of nature, religion and the mechanical worldview with its cult 
of instrumental reason; in a series of 1980s lithographs themed on natural history and in recent 
paintings drawing on botanical illustrations, she imbues the natural world with a dynamic sense of 
metamorphosis and creativity, drawing on alchemy and occult correspondences, as stones merge into 
bodies and flowers ripple with desire. In films including Historia Naturae, Suita (1967), The Fall of the 
House of Usher (1982), and Insect (2018), Svankmajer brings taxidermied animals, mud, and stones to 
vibrant new life, energised in animist revolt against the confines imposed by Western modernity’s 
tendency to conceive of all that is nonhuman as inert and unfeeling; in 1970s lithographs comprising an 
imaginary encyclopaedia and in a vast number of animal assemblages from the 1970s up to the 
present, he imagines new taxonomies and natural histories predicated on analogies, correspondences, 
and alchemical Naturphilosophie. In this paper, I argue that Ducornet and Svankmajer thereby extend 
and radicalise a longstanding surrealist tendency, articulated in the wake of WWII with its threat of 
eradicating all life on the planet, of looking to esoteric traditions as vehicles for imagining a less 
coercive and more reciprocal human relationship with the planet. I demonstrate that their esoteric, 
non-anthropocentric surrealism mobilises the creative imagination as a means of reinventing the world 
and transmuting human domination into a new ethics of co-existence. 
 
 
Kristoffer Noheden is a researcher in the Department of Media Studies, Stockholm University. He is the 
author of Surrealism, Cinema and the Search for a New Myth (Palgrave Mcmillan, 2017) and several 
articles and book chapters on surrealism in relation to film theory, ecology, and occultism. His current 





Assumption College, USA 
 
Kandinsky in the “Nightmare of Materialism” 
 
A dual conception of crisis underpins Wassily Kandinsky’s On the Spiritual in Art: he sees himself living 
through a cultural and spiritual crisis, a “nightmare of materialism” in which “our souls … are infected 
with the despair of unbelief”; but he also understands this crisis as a turning point, the gateway to his 
anticipated “epoch of the great spiritual.” His ruminations on the crisis are embodied in three major 
paintings – Compositions V, VI and VII – sometimes grouped together as apocalyptic because they 
incorporate motifs pointing to the Last Judgment and the Deluge.  
 
The tenor of Kandinsky’s writings and the residual iconography of his key paintings in this period (1911-
13) have repeatedly been linked to his interest in Theosophy, and particularly its German variant, 
Anthroposophy. I do not dispute that connection, but I do argue that it has obscured another 
intellectual debt that we must acknowledge if we are to reach a full understanding of Kandinsky’s 
conception of the crisis of his time.  
 
It is a debt betrayed by Kandinsky’s conviction that the agent of change driving the move to a new, 
spiritual era must be an artist — “That which belongs to the spirit of the future can only be realized in 
feeling, and to this feeling the talent of the artist is the only road,” as he wrote. His faith in the power of 
the creative individual, and the sense of a crisis of European rationalism that undergirds it, carries the 
imprint of Friedrich Nietzsche, a towering figure in the intellectual circles in which Kandinsky moved in 
Munich before World War One. The purpose of this paper is to draw out the Nietzschean elements of 
Kandinsky’s art and thought in this period, and thus to fill in our picture of the crisis through which he 
believed he was living.  
 
 
Toby Norris is Associate Professor of Art History at Assumption College, Worcester, MA. He is the 
author of Marginal to Mainstream: French Modernism Between the Wars (Fairleigh Dickinson University 
Press, Fall 2020) and co-editor, with Natalie Adamson of the University of St. Andrews, of Academics, 
Pompiers, Official Artists and the Arrière-Garde: Defining Modern and Traditional in France 1900-1960 
(Cambridge Scholars Press, 2010). He is currently working on a book manuscript titled Nietzsche and 





Queen’s University Belfast, Ireland 
 
A Drama for Every Crisis: Antigone and Film Modernism  
 
Since the advent – or invention – of modernity, Sophocles’ Antigone seems to speak more directly than 
any other extant classical text to the problem of democratic responsibility, the rights of individual 
citizens against the state, competing concepts of law and justice, gender politics, the morality of civil 
disobedience, and the challenge of post-war reconciliation. Its ethical scope and rhetorical structures 
appealed especially to German thinkers during the long eighteenth century, and writings on the play by 
Goethe, Hegel, and Hölderlin would become important touchstones for subsequent critics of that 
metaphysical tradition – most notably: Nietzsche, Kierkegaard, and Martin Heidegger. Throughout the 
twentieth and twenty-first centuries Sophocles’ play – and the character of Antigone – has featured 
extensively in post-Freudian psychoanalytic discourse, at times even threatening to displace the 
Oedipal paradigm, and well-known modern theatrical adaptations of the Antigone invariably establish a 
compelling figurative or allegorical relationship to a contemporary political history: Jean Anouilh’s 
version(s); Bertolt Brecht’s Antigonemodell 1948, and Athol Fugard’s The Island (1974), for example. 
 
This paper examines the relationship between Antigone and modernist cinema, and its allegorical and 
intertextual significance in the work of filmmakers whose method typically subordinates narrative 
realism and the pretence of coherence to strategies of fragmentation, distanciation, allusion, and 
ambiguity. In “adapting”  Antigone, such films consciously invoke its history of interpretations and 
appropriations, and its cultural visibility at times of political crisis and social transformation. The paper 
will discuss this phenomenon with reference to the following European films: Antigone/Antigona (1964, 
Pavel Hobl, Cz.); The Cannibals/I Cannibali (1969, Liliana Cavani, It.); Germany in Autumn/Deutschland 
im Herbst (1978, Alf Brustellin, Hans Peter Cloos, Rainer Werner Fassbinder, et al., Ger. [BDR]); and The 
Antigone of Sophocles after Hölderlin’s Translation Adapted for the Stage by Brecht 1948/Die Antigone 
des Sophokles nach der Hölderlinschen Übertragung für die Bühne bearbeitet von Brecht 1948 (1991, 




Des O’Rawe, PhD is a Senior Lecturer in Film Studies at Queen’s University Belfast, where he is also a 
Research Fellow in the Senator George J. Mitchell Institute for Global Peace, Security and Justice. His 
research focuses chiefly on comparative approaches to the study of film, and his recent publications 
include: Regarding the Real: Cinema, Documentary, and the Visual Arts (Manchester UP, 2016) and Post-
Conflict Performance, Film, and Visual Arts: Cities of Memory (with Mark Phelan; Palgrave, 2016). He has 
also published in journals such as Film Quarterly, Screen, Studies in Documentary Film, Quarterly Review 
of Film and Video, Kinema, Literature/Film Quarterly, Journal of Aesthetics and Culture, and Screening 
the Past. His research projects have been externally funded by the British Academy (2012), Wellcome 
Trust (2015), and Arts and Humanities Research Council (2017), and in 2013-14 he was awarded a 





University of Copenhagen, Denmark 
 
Surrealist Inspired Contributions to the Danish Magazine linien 
 
The magazine linien was a central platform for the slightly belated introduction of surrealism in 
Denmark. It was published from 1934 to 1939, at a time when the political situation in Europe became 
increasingly critical leading up to the outbreak of WW II and the German occupation of Denmark. The 
magazine was concerned with discussions of artistic practices within painting, sculpture and literature, 
but the discussions of surrealism should be seen in relation to contemporary political currents. The 
revolutionary aspects of surrealism, for instance, played a major part in the interpretation of surrealist 
ideas. My paper will focus on surrealist inspiration in literary contributions to the magazine. 
 
 
Marianne Ølholm (Ph.D. editorial assistant, University of Copenhagen) has published two books in 
Danish on contemporary Danish and American poetry, Det uforståelige som æstetisk strategi (Illegibility 
as aesthetic strategy 2009) and Postmoderne lyrik – konstituerende træk og læsestrategier (Postmodern 
poetry: constitutive features and reading strategies 2001). In addition to this she has published a 
number of articles on avant-garde writing and contemporary poetry, including an article on “E-Poetry - 
Literary Experiments in the Digital Medium,” in Media and Materiality in the Neo-Avant-Garde (Peter 
Lang, Frankfurt 2012), “The Alphabet as World Picture – Inger Christensen’s Alfabet and Ron Silliman’s 
the Alphabet” in Beyond Given Knowledge – Investigation, Quest and Exploration in Modernism and the 
Avant-gardes (De Gruyter, Berlin 2018). Recently she has translated the life narrative From Man into 
Women – The confessions of Lili Elbe from Danish into English for the Lili Elbe Digital Archive edited by 
Pamela L. Caughie (Loyola University of Chicago). Marianne Ølholm works as an editorial assistant on 
the ongoing publication of A Cultural History of the Avant-Gardes in the Nordic Countries at the 




Bielefeld University, Germany 
 
The Crisis of Interpretation: Revolution 1917 as a Make-Believe Cradle of Russian Avant-Garde 
 
The 1980s were a booming time for definitive exhibitions dedicated to Russian Avant-Garde art all over 
the world: “The Avant-Garde in Russia 1910-1930: New Perspectives” (Los Angeles,1981); “Art and 
Revolution” (Tokyo, 1982,1988); “Kunst und Revolution 1910-1930” (Budapest, Vienna, 1987-88) and 
others. The only exhibition of this kind held in Soviet Union was “Moscow-Paris: 1900-1930” (Paris, 1979; 
Moscow, 1981). Created by the Swedish curator Pontus Hultén “Moscow – Paris” aimed to present the 
cross-influences in French and Russian modern art. The idea of a revolutionary strain in the avant-
garde, as well as the idea of art as the herald of the Revolution, played a crucial role in Soviet 
authorities granting the loan of avant-garde works for the exhibition. This exhibition marked the 
turning point in the process of legitimising the avant-garde’s legacy in the USSR, and at the same time 
reinforced the concept of a connection between the Russian October Revolution and Russian Avant-
Garde art. 
 
Although contemporary Russian art historians repeatedly tried to argue against this misguided 
interpretation (showing that avant-garde art discoveries were made far earlier than the 1917 Revolution, 
and were not part of this political context [Sarabyanov, 1992; Pospelov, 2013]), this way of interpreting 
the Russian avant-garde still remains one of the most popular models for its representation in the 
western art exhibitions (“A Revolutionary Impulse: The Raise of the Russian Avant-Garde”, MOMA, NY, 
2017; “Revolution: Russian Art 1917 – 1932”, Royal Academy of Arts, London, 2017). 
 
In my paper, I propose to show how the concept of this connection, developed by western scholars, 
and used by Pontus Hultén as ideological camouflage to open Soviet museum storages for “Moscow – 
Paris”, later became one of the main ideological interpretations of all Russian Avant-Garde art in the 
context of international art exhibitions. 
 
 
Olga Olkheft (Kaukhchan) holds a BA degree in Sociology (Pskov Volny Institute, Russia, class of 2006) 
and a Master’s Degree in History of Arts (European University at St. Petersburg, Russia, class of 2014). 
Master thesis: "Moscow – Paris, 1900 – 1930: the Problems of Reception”. From 2015-2017 Olga worked 
as a researcher on the Ethnography of the Museum project jointly organised by the EUSP and The 
State Hermitage. Since 2019 Olga has been working on her PhD project entitled“Re-conception of 
Russian Avant-Garde art in the context of Cultural Cold War (1960s - 1980s)”, at the Department of 




Orawczak Kunešová, Mariana 
Université Paul - Valéry Montpellier 3 et de l’Université Masaryk, France et République tchèque 
 
Un théâtre de la crise : La Première aventure céleste de M. Antipyrine   
 
Que Dada soit né d’une « crise totale de la civilisation »[1], entraînée par les événements de la Grande 
Guerre, est un fait bien connu. Tout comme sa conséquence : cette crise a, dans l’esthétique Dada, un 
impact essentiel sur la langue ainsi que sur la question des genres. En effet, la langue devient l’objet de 
la destruction que Dada souhaite entreprendre. Car si l’on détruit la langue, l’instrument essentiel de la 
civilisation, celle-ci – digne de rejet selon Dada – va voler en éclats. Et, si cette destruction de la langue 
est mise en place, comment maintenir la division traditionnelle en genres et leurs caractéristiques ? 
 
L’objet de la communication proposée est le légendaire premier opus de cette esthétique de crise, La 
Première aventure céleste de M. Antipyrine de Tristan Tzara. Ce texte de forme dramatique, réparti 
parmi plusieurs personnages, contient des marques de théâtralité très minces : le dialogue paraît en 
être absent, sauf un cas ponctuel d’apparence provocateur ; les didascalies manquent complètement. 
En revanche, la plupart des « répliques » se composent d’unités interprétables comme des vers, parfois 
rimés. La partie centrale enfin, la plus longue du texte, use en grande majorité de la prose. 
 
Le caractère problématique du genre a été étudié surtout par Henri Béhar et Michel Corvin et a été 
interprété comme une absence de théâtralité. Cependant, à ma connaissance, aucune étude ne s’est 
penchée sur la théâtralité telle quelle du texte, dont la corporéité des personnages ou les adresses à 
l’interlocuteur. Le point n’a pas été fait non plus sur les propriétés dramatiques du texte.  
 
La communication se proposera d’enchaîner sur les résultats des auteurs évoqués et d’explorer la 
théâtralité de La Première aventure. Concrètement, je me consacrerai à sa composition (texte – 
collage), aux personnages (nomination, identité, corporéité, entrées), à la langue (« destruction de la 
langue » versus signification et dramatisme) et à la communication (dialogue et dialogue implicite). 
 
[1] Fotiade, Ramona, Conceptions of the Absurd, Oxford, Legenda, 2004, p. 1. 
 
 
Mariana Orawczak Kunešová est docteur de l’Université Paul - Valéry Montpellier 3 et de l’Université 
Masaryk (Brno, République tchèque), et maître de conférences à l’Université d’Ostrava (Rép. Tchèque). 
En 2017, elle a publié un livre tiré de sa thèse, rédigée sous la direction de Didier Plassard, L’Absurde 
dans le théâtre Dada et pré-surréaliste français (Brno 2017). Elle est l’auteur d’articles sur Jarry, Roussel, 
Apollinaire, Breton, Vitrac ainsi que sur l’absurde, et directeur de publication du volume Alfred Jarry et 
la culture tchèque, paru en collaboration avec la Société des amis d’Alfred Jarry (Ostrava 2008). Elle a 
également collaboré avec la Radio tchèque (émissions sur Sade et Artaud). Elle est membre du comité 





University of Copenhagen, Denmark 
 
Conceptual Art as Political Strategy 
 
As the political crisis of the late 1960s, caused by the failure to put a stop to the American war in 
Vietnam and overturn bourgeois society, deepened into the economic crisis of the 1970s, avant-garde 
artists increasingly wanted to take more direct forms of political and social action. 
 
The performative and conceptual tools that had been developed during the experimental years of the 
1960s had proved efficient in gaining the attention of the media and merged easily into the combined 
creative forces of the youth rebellion.  
The performative events developed by 1960s artists had spectacular potential, but also offered 
openings towards shared action and audience participation. And the conceptual turn implied that not 
only traditional physical materials could be employed by artists, but conceptual strategies could be 
used on any kind of material – from everyday activities to social and political matters. 
 
Armed with such performative and conceptual strategies, some Danish avant-garde artists embarked 
on what the American sociologist Wini Breines (1982) has described as the “prefigurative politics” of the 
youth movements. They tried to create the kind of society they wanted to live in here and now. And 
they hoped their example would serve as a model for others of how to change society.  Within their 
own circles these attempts to merge art and life worked reasonably well, as they worked collectively on 
establishing temporary communities that included both the creation of artworks and the creation of 
alternative social structures that accommodated their families as well. 
 
But when they tried to upscale the use of conceptual strategies to affect change upon social and 
economic relations, they were less successful. My presentation will focus on such artist-driven social 
and political projects: one group for example tried to take over an island recently abandoned by state 
institutions and turn it into an agricultural commune, but in spite of long and thorough preparations 
they did not succeed. 
 
 
Tania Ørum, Professor Emerita, Department of Cultural Studies and the Arts, University of Copenhagen. 
Director of Danish avant-garde research network 2002-2004; of the Nordic Network of Avant-Garde 
Studies (www.avantgardenet.eu) 2005-2009.  Chairman of the European Network for Avant-Garde and 
Modernism Studies (www.eam-europe.ugent.be) 2007-2008 and member of the Publication Committee 
from 2007. General editor of the 4 volumes of The Cultural History of the Nordic Avant-Garde under 
publication/edition to appear at Rodopi, Amsterdam & New York 2012-2015. Has written widely on 
modernism and the avant-garde for example in De eksperimenterende tressere (Copenhagen: 
Gyldendal 2009) on the cross-aesthetic experiments of the Danish avant-garde of the 1960s and in 
Ørum and Olsson (eds.) A Cultural History of the Avant-Garde in the Nordic Countries 1950-1975 (Brill 
2016). Main editor of 4 volumes of Cultural History of the Avant-Garde in the Nordic Countries, 




Freelance curator and researcher, Czech Republic 
 
Crises around Modernist Bodies: A Case Study on Social Museum Budapest (1901-1945) and St. 
Petersburg Hygiene Museum (1893) 
 
This paper addresses the paradoxical relationship between welfare provisions and the evolutionary 
ideology of modernism through the history of health museums. My research traces the cultural history 
of public health education museums in the early-20th century by focusing on the exhibition policy of 
two exemplary cases, the Social Museum Budapest and the St. Petersburg Hygiene Museum. 
 
The early 20th-century discourses on hygiene and especially on eugenics are easy to interpret as a 
one-dimensional biological theory of human development based on the scientific narrative of social 
Darwinism, interpreted from the perspective of totalitarianism. However, these discourses were also 
“emblematic expressions of programmatic modernism”. [1] Following Turda’s argumentation, I content 
that museums related to health functioned as demonstration institutions of this discourse, and 
promoting ideas about hygiene and biological theories of human improvement that were based on 
modernist concepts of purification and rejuvenation of the human and national body. 
  
These two museums are worth exploring side by side, as both primarily served the hygienic, moral and 
political education of one specific social class: the working class. These museum spaces chiefly featured 
hygiene regulations related to the working class, however, it is questionable whether urban industrial 
workers were the actual target audience. At the same period in the the 20th century, various 
organisations of workers’ culture were established, synthesising physical training and solid body control 
with ideological education and trade-union work. 
 
To demonstrate the museums’ changing representational policies, I analyse exhibitions from before 
WWI, duringWWI and the Russian Revolutionary era, and before WWII. The formation of industrial 
society, revolutions, global conflict, and rapidly changing geopolitical situations were constantly 
transforming the body. How did these museums respond to crises shaped around bodies, such as 
epidemics, the radical exploitation of labour, or the destruction of bodies for political purposes? Did 
the museums show a much-criticised cult of vitality linked to modernism, or did they focus on other 
issues related to workers’ health? Did the ideology behind changing hygiene regulations become 
visible in museum spaces, or was  it all less precisely identifiable, given eugenics and hygiene 
regulations are modernist concepts that transcend ideologies? 
 
[1] Turda, Marius: Modernism and Eugenics. Palgrave Macmillan UK, 2010. 
 
 
Eszter Őze (freelance curator and researcher) worked for the Budapest-based avantgarde museum, 
Kassák Museum (2014-2017), curated exhibitions in Budapest (OFF-Biennale) and abroad (Czech 
Republic). She was a researcher in the V-A-C Foundation’s Center for Experimental Museology research 
programme “Modernism, Hygiene and the Exhibitionary Complex. Etudes of the Hygiene Museum of 
St. Petersburg’s History” (2017-), and a resident curator in the Meetfactory, Prague (2018). She is a lead 
member of Studio of Young Artists’ Association, Budapest (SYAA). Her research field is museology in 
the interwar period. Currently, in her Ph. D. research, she looks to analyse the wider networks of 
Budapest’s Social Museum network. She is focusing the connection of the museum’s programme and 
the state’s mass production of hygiene. 
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Paldam, Camilla Skovbjerg 
Aarhus University, Denmark 
 
Feminist Avant-Garde Film of the 1970s as Gender Politics 
 
The avant-garde feminist artists who started making films in the 1970s used the media in different waysto 
their male colleagues. Their conceptual techniques and choice of subject matter can be seen as a response 
to the ongoing crisis in gender relations at this time. Except for a few artists, such as Carolee Schneemann 
and Gunvor Nelson, avant-garde filmmakers of the ’60s were men. However, with the feminist movement 
in the beginning of the '70s more women artists started making their own films, instead of just being part 
of productions directed by their male colleagues.  
 
Taking the film Sleeping beauty (1971) by the Danish artists Jytte Rex and Kirsten Justesen as a primary case, 
this presentation investigates how it relates to and differs from other avant-garde films and from the more 
explicit political documentaries made by the feminist “Redstockings” movement in Denmark. Far from 
Bruce Nauman’s formal investigation of movement, a naked woman in Sleeping beauty dances freely on 
her own, while a knitting woman explains how the colours of the yarn reflect both world politics and her 
personal life. It is a conceptual film, but in a much more personal way than had been seen before. Using 
what has been called “reflexive-poetic documentarism” (Bondebjerg), Sleeping Beauty shows real women 
who talk about their most intimate lives and dreams. The personal is political. The display of the private in 
public can be seen as a forerunner to the sharing of private life on social media today, although most 
private life displayed online just confirms the norm. Some artists though, try to use social media as a 
platform for activism, for instance Danish artist Maja Malou Lyse, who draws on the ’70s and does vagina 
investigation workshops as part of her artistic practice, thereby paying homage to, but also revising almost 
50 year-old feminist strategies. 
 
 
Camilla Skovbjerg Paldam, Associate Professor, PhD, Aarhus University, Denmark. Head of Department 
of Art History, Aesthetics & Culture and Museology. MA in comparative literature and sociology. 
Studied at Aarhus University, University College London, Freie Universität (Berlin) and École des Hautes 
Études en Science Sociales (Paris). Since 2013 leader of the interdisciplinary research group ‘Sexuality 
Studies’; http://sexualitystudies.au.dk/. Research and publications within areas such as sexuality studies 
and avant-garde art and theory, especially surrealism. Editor of Art, Technology and Nature: 
Renaissance to Postmodernity,Ashgate 2015, A Cultural History of the Avant-Garde in the Nordic 
Countries 1975-2000, Brill, 2021 (forthcoming). Author of Surrealistiske collager. Underfulde billeder i 






Finnish National Gallery, Finland 
 
Art Exhibitions as Nationalistic and Political Gestures. Finnish Art Travelling in the Soviet Union, 
Germany and Italy in the 1930s 
 
Art exhibitions have been an important factor in promoting one’s own country abroad and in building 
or maintaining both political and cultural relations between two countries. Sometimes the background 
for arranging such exhibitions has been particularly political or nationalistic. I will examine three official 
exhibitions of Finnish art abroad in the 1930s – one in Moscow 1934 (and Riga 1935), one in Germany in 
1935 and one in Milan and Rome in 1937 – from this point of view. The initiative for the first two came 
from the Finnish Ministry for Foreign Affairs; the third was arranged as a private initiative but became 
an official show. I will study the motives behind these exhibitions and I will demonstrate that in these 
kinds of official art exhibitions the material objects, the art works, are re-contextualised and shifted into 
a national – sometimes even nationalistic – and political sphere. Thus, they assume values and 




Hanna-Leena Paloposki, PhD, (University of Helsinki, 2012) is Senior Researcher at the Finnish National 
Gallery and has extensive experience of working with archive collections. She has studiedart exhibitions 
in the international, political, and nationalist contexts and in promoting Finland. Paloposki has edited 
and contributed to many publications, and is a member of the editorial board and editor of the 
partially peer-reviewed scholarly web magazine FNG Research. Her research interests include Exhibition 
and museum history, cultural relations, nationalism, Finnish and Italian art and art fields from the 1920s 
to 1940s, artists’ travels, archives. Recent publications include "The Nation of Sibelius. Sibelius and the 
Construction of Finnish National Identity Abroad in the Early Decades of Finnish Independence”. In 
Hanna-Leena Paloposki (ed.), Sibelius and the World of Art, Ateneum Publications vol. 70. Helsinki: 





University of Applied Sciences Hanover, Germany 
 
Permanent Crisis, Permanent Reform. Avant-Garde Artists and Artistic Education as a Network in the 
Weimar Republic 
 
The history of artistic education has been a story of constant crises and reforms, at least since the 19th 
Century. The possibilities for an education outside traditional academies widened, especially through 
schools of design, which were expected to bring art and life together again. In the 1920s, the initiatives 
of art school reform throughout Europe reached a peak, the Bauhaus the most prominent example – 
itself an institution in a permanent state of crisis, but it was not the only one. 
 
This paper focusses on schools of the Weimar Republic and investigates their constant reforms and the 
ways they influenced each other. Besides the Bauhaus-Masters, many avant-garde artists (and 
architects) contributed to this development. Ultimately, the Bauhaus did not lead the movement of 
reform, but was just one institution among many others. Oskar Schlemmer not only taught at the 
Bauhaus, but also in Berlin and Breslau. Willi Baumeister, Max Beckmann and Paul Renner were 
professors in Frankfurt, Walter Maria Kersting and Johan Thorn Prikker taught in Cologne. There were 
similar discussions about how to escape a postulated crisis in artistic education across Germany. Should 
a more practice-oriented education through workshops, craft and industrial cooperation form the new 
basis of education? Will a new kind of preliminary course help find suitable students? Can art be taught 
at all? 
 
This paper investigates how reforms toartistic education were a reaction to crisis that involved many 




Alexandra Panzert was born in Germany in 1987. She is an art historian and since 2016 has been 
working as a research assistant at the University of Applied Sciences Hanover, in the faculty of design, 
where she teaches art and design history and theory. After receiving her Master’s degree in Dresden in 
2012, she completed a traineeship at Bröhan-Museum – State Museum for Art Nouveau, Art Deco and 
Functionalism, Berlin, and worked there as a project employee afterwards, curating and organising 
several exhibitions on art and design around 1900. Currently, she is writing her dissertation on the topic 
“Bauhaus in Context. Comparing Weimar Republic’s Art and Design Schools“. She does research on 
artistic education, self-display and the reception of avant-garde artists and relations between the fine 





University of Milan and Bard College, Italy and Germany 
 
The Affaire of Women and the Battles of Feminism 
 
The Affaire is mostly remembered for and through its male actors, some of whom gifted with powerful 
— not to say stentorian — personalities such as Émile Zola and Maurice Barrès. Yet, however timidly at 
first, women soon entered the arena and had their share of the political and cultural debate: suffice it 
to think of the largely forgotten but important French feminist journal La Fronde, whose reporteresses, 
guided by Marguerite Durand, championed the cause of Alfred Dreyfus; or to remember Mary 
Robinson Duclaux, a minor poet but an ardent canvasser for the Dreyfusard cause and close friend of 
Daniel Halévy. As a British writer resident in Paris, she did much for the “exportation” of the affair to 
Great Britain. The participation of women, however, gained momentum after the Channel crossing and 
was far less subdued than on the continent. This paper argues that the Dreyfus cause merged in the 
struggle of women, suffragettes and feminists, working both as a catalyst and as an object of 
identification: in the tense gender politics of the early 20th century, the fate of the prisoner of l’ile du 
diable resonated with the violence performed against women at the Holloway prison or elsewhere. 
Starting with Eleanor Marx, who of course was not there anymore to fight for the cause(s) but whose 
aura and writings permeated women’s struggles through her friend Charlotte Despard, this paper will 
investigate the modes and forms of this “Dreyfusard feminism”, as it is variously conveyed in the 
writings of Edith Nesbit, Rebecca West and Elizabeth Bowen.  
 
 
Caroline Patey is currently a visiting Professor at Bard College Berlin. Since 2010, she has been the Chair 
of English Literature in the Department of Modern Languages at the University of Milan. Her research 
focusses on Renaissance and Modernist literature, but she has also written on transnational literatures 
and cultural transfer, museum studies and the visual arts. Among her latest publications are Gita al faro. 
Circumnavigazioni (Mimesis, 2016) and, with E. Esposito, I modernismi delle riviste. Tra Europa e Stati 





University of Canterbury, New Zealand 
 
Berlin, 1946: Zero Hour in Arkady Dragomoshchenko’s Novels 
 
Among the substantial body of prose texts written by the most important poet of the post-war Russian 
avant-garde Arkady Dragomoshchenko (1946-2012), two works occupy a special place: Raspolozhenie v 
domakh i dereviakh (Disposition among Houses and Trees, 1978) and Kitaiskoe solntse (Chinese Sun; 
1997). At the heart of both texts is the moment of author’s birth in 1946 Potsdam, where his father 
served as a colonel in the Soviet occupying forces. Dragomoshchenko insisted on calling both books 
“novels.” While the first of these does fit the canonical definition of the genre, although loosely, the 
second does not. Things are complicated further by the fact that Kitaiskoe solntse is, in many ways, a 
rewriting of Raspolozhenie as well as by the fact that Dragomoshchenko was equally insistent, 
particularly in his later years, on there being no difference between poetry and prose. Time and 
memory are central to both texts as they are to the entire corpus of Dragomoshchenko’s work. The 
earlier novel, written before what has been described as “the language turn” in his poetry in the mid-
1980s, and originally available only in a small handful of typewritten samizdat copies, finally came out in 
book form in 2019. Its publication makes it possible to trace the evolution of Dragomoshchenko’s 
strategy of the poetic narrative from the relatively conventional, if discontinuous, Raspolozhenie to the 
radically disjointed Kitaiskoe solntse whose fabric, woven out of childhood memories, half-forgotten 
dreams, and unconnected, barely comprehensible plot lines, is held together by gaps in memory and 
understanding, baring the (non)space between the consciousness and the body in which the axes of 
the future and the past intersect. The paper will focus on Dragomoshchenko’s unique approach to 
poetic temporality in the context of the political moment of 1945 which ultimately shaped the return of 
avant-garde experiments in the late Soviet period. 
 
 
Evgeny Pavlov is Associate Professor of Russian at the University of Canterbury in Christchurch, New 
Zealand. He holds a doctorate in Comparative Literature from Princeton University. He is the author of 
Shok pamiati: avtobiograficheskaia poetika Val’tera Ben’amina i Osipa Mandel’shtama (The Shock of 
Memory: Autobiographical Poetics of Walter Benjamin and Osip Mandelstam; Moscow: NLO, 2005) and 
of numerous articles on Russian and comparative literature. He has edited a number of volumes, most 
recently a special issue of Russian Literature on poetry and politics and a special issue of the Slavic and 
East European Journal on Arkady Dragomoshchenko. He translated into English Dragomoshchenko’s 
Chinese Sun (Ugly Duckling Press, 2005) and a number of essays published in the collection Dust 





Volga State University of Technology, Russia 
 
Crisis in Russian Symbolism: Dmitry Merezhkovsky’s Concept  
 
The period of the late 19th – early 20th century, which is marked by the flourishing of Russian culture, is 
often called Modernism/the Silver Age or the “Russian Religious Renaissance”. At the same time, the 
turn of the 19th-20th centuries was a transitional period of history, associated with all sorts of crises — 
from the Christian crisis to the civilisational crisis. So it is no accident that the crisis preoccupied many 
Russian thinkers, including Dmitry Merezhkovsky. Moreover, the Crisis became the leitmotif of 
Merezhkovsky’s work.  
 
Dmitry Merezhkovsky (1865-1941) is an iconic figure of Russian Culture, a symbolist, poet, novelist, 
writer, literary critic, philosopher and thinker, who played an important part in the formation and 
development of Russian modernism.  
Merezhkovsky interpreted “crisis” in various forms: as a contradiction, as a disparity between and a 
division of conscious and unconscious principles, as a devaluation of the idea of and a violation of the 
balance between material civilization and spiritual culture, as Godlessness. Understanding crisis as a 
social diagnosis, Merezhkovsky compared it to a “crisis” during the illness, which meant a turning point 
or a moment when the patient’s fate is decided – “whether he will live or not”. Merezhkovsky creates 
his own concept of crisis and identifies its types: cultural, civilisational, social, axiological, ontological, 
religious, and paradigm. As the primary source of all crises, Merezhkovsky indicated that “the main and 
most severe” crisis – is the spiritual one.  
 
Merezhkovsky also considers crisis as a constructive phenomenon that marked the task of the future 
development of society – to make spiritual culture the guiding principle of civilisational development. In 
search of the causes of crisis and the “collapse of the entire civilisation”, Merezhkovsky turns to ancient 
cultures: he came to conclusion that history shows that humanity, faced with crisis, inevitably comes to 
the idea of the need to review and change its goals and ideals that gave rise to it. In this context, D. S. 
Merezhkovsky calls on humanity to rely on the experience of history, to refuse to participate in 
civilisational progress and “climb the ladder” – to follow the path of spiritual cultural creation.  
 
 
Olga Pchelina is professor of the Department of Social Science and Technology. She completed her 
doctorate with a dissertation: ‘’Civilization and Spiritual Culture in D.S. Merezhkovsky’s philosophy’’ in 
2003, MSPU (PhD in Philosophy). Sheompleted her post-doctoral professorial qualification 
(Habilitation) at the Moscow State Pedagogical University (MSPU) with a dissertation: ‘’D.S. 
Merezhkovsky’s philosophical views in the context of the worldview searches of the turn of the XIX - XX 
centuries’’ in 2013 (ScD in Philosophy). Scientific interests: History of Philosophy; Philosophy and 





University of Ionnina, Greece 
 
The crisis of geistige Arbeit and the origins of the German avant-garde 
 
The crisis of geistige Arbeit (intellectual labour) is a phenomenon undeservedly marginalised in art 
historiography and the history of the German avant-garde in the visual arts. The predicament of 
intellectual labour reflected a widespread concern about the transformation of the free professions in a 
technologically advanced society and a capitalist economy. In the context of the art professions, it was 
inextricably connected with what nineteenth- and early twentieth-century German art reformers called 
the Kunstproletariat (art proletariat), i.e. the average student of the art academies, who lacked the talent 
to accomplish “true” artistic work and the practical skills to follow a useful trade. The art proletariat was 
socially unproductive – hence it had to be reformed through its reorientation from the arts to the 
crafts. 
 
This paper aims to shed new light on the (pre)history of the German avant-garde, suggesting that 
some of the most important groups and organisations of artists before 1914 represent in fact two 
different responses to the predicament of geistige Arbeit and the Kunstproletariat. This is reflected in 
the reverse career paths of the founding members of Die Brücke (1905), who abandoned architecture 
for painting and printmaking and the founders of the Vereingte Werkstätten (1898) and the Deutscher 
Werkbund (1907), who left painting for the applied arts and, eventually, architecture. If the Brücke 
emphasised artistic innovation and artistic freedom, the business-oriented model of the Vereinigte 
Werkstätten promoted design as the fundament of a new professional identity, a kind of a 
Gesamtkünstler who claimed a drastically expanded sphere of activity (from the design of a poster to 
that of a building). This paper examines the different professional politics of those artists as well as their 
points of convergence, which enabled the collaboration of expressionists and applied artists in post-
1918 radical/avant-garde groups.   
 
 
Nikos Pegioudis is a historian of art and architecture. He holds a BA in Archaeology (University of 
Ioannina) and a MA in Art History (University of Crete). He received his Ph. D. from the Department of 
History of Art at University College London in 2015 with a dissertation on interrelations between the 
pre-1914 arts and crafts movement, interwar avant-gardes and artistic radicalism (“Artists and 
Radicalism in Germany, 1890-1933: Reform, Politics and the Paradoxes of the Avant-Garde”). In 2017-
2018 he was a post-doctoral fellow at Freie Universität Berlin, working on a DAAD-funded research 
project titled “Cultural Transfer in Architecture and Urban Planning: German Architecture and the 
Making of the Architect’s Profession in Greece, 1930-1950”. He has published several articles on 
twentieth-century visual culture, architectural and design history in academic journals and scientific 
volumes. He currently works as an adjunct lecturer at the Department of History and Archaeology, 






University of Banja Luka, Bosnia and Herzegovina 
 
Personal and Collective Crisis: Sexuality and Power in E. M. Forster’s Maurice 
 
Maurice belongs to a long line of modernist novels that probe human sexuality and social reactions to 
it, insisting on the exclusion of individuals due to their socially unacceptable and unaccepted sexuality. 
Sexuality here will be examined as a subversion of the then existing system, as it is usually related to 
liberation from social constraints. It is even more so in Maurice as the two lovers belong to different 
classes and their relationship also undermines the social hierarchy. Bearing this in mind, sexual 
repression is the reflection of political repression. There are a number of questions related to this topic. 
What is the relationship between sex and power? Is Maurice’s and Alec’s exclusion the victory of the 
ruling class? Does their union denote the beginning of the erasure of the class system? To what extent 
is Forster’s happy ending really happy? 
 
In this respect, by emphasising human sexuality, Forster raises consciousness of its social and political 
aspects that politics attempts to exclude. Collective social repression is reflected in individual sexual 
repression, both in the fictitious world of the novel and in the actual world whose politics forced the 
author to realise that it was not possible to publish Maurice until his and England’s death. 
 
 
Petar Penda has a PhD in English and American Modernism. He is Full Professor at the University of 
Banja Luka. His main interests include Shakespeare, modernism, contemporary British and American 
poetry. Along with a number of short stories, poems and novel excerpts, he has published a prefaced 
and bilingual book of translation, Eight Contemporary American Poets, and a selection of poems and 
short stories from the Republic of Srpska presented at the literary festival in Athens (Greece) in 2014. He 
is the author of a book T. S. Eliot: Poetical and Theoretical Contextualisation and a co-author of the 
book Medieval English Literature. His monograph Aesthetics and Ideology of D.H. Lawrence, V. Woolf, 





IULM University Milan, Italy 
 
Il Futurismo di d’Annunzio: Was the Commander an Avant-Garde Artist? 
 
In early 20th century, European avant-garde poets and writers unanimously criticised the work and 
public persona of Gabriele d’Annunzio: although influenced by him, F.T. Marinetti deemed his writing 
style as “pastist”, while still in 1917 Álvaro de Campos (Fernando Pessoa) satirised “plebeian d’Annunzio, 
the aristocratic wearing a golden G-string”, writing “banalities in Greek characters”. However, as soon as 
the occupation of Fiume started, d’Annunzio’s reputation among European avant-gardes dramatically 
changed. Not only did several Futurists follow him to the city, they also celebrated “d’Annunzio’s 
Futurism” in various publications (from Futurist magazines to Mario Carli’s pamphlet Con d’Annunzio a 
Fiume). And while the Berlin Club Dada congratulated the Commander of Fiume with a public 
telegramme, Portuguese and Spanish avant-gardes went as far as citing the occupation of the city in 
their manifestos, calling d’Annunzio an inspiration, alongside names such as Rafael Cansinos-Asséns, 
Blaise Cendrars and Pablo Picasso. The praise d’Annunzio received from avant-garde movements 
during the occupation of Fiume shows their effort in attaching the Italian poet to them. Nonetheless, 
d’Annunzio never directly supported avant-gardes, nor can his writings be considered experimental. 
Furthermore, these movements appear to praise d’Annunzio only for his political role, not for his 
literary works. These matters raise several questions. If avant-garde writers labelled d’Annunzio as one 
of them, how does this translate into a cultural-historical point of view? Can a poet be considered 
avant-garde for his political role rather than for his writings? If Fiume became a place where the 
distinctions between aesthetics and politics  blurred, can d’Annunzio’s status as Commander ultimately 
make him an avant-garde artist? This presentation will explore the nature of the so-called 
“d’Annunzio’s Futurism" by taking into account European avant-garde non-fiction works (1919-1921) 
and Peter Bürger’s Theory of avant-garde. 
 
 
Vincenzo Pernice is a PhD student in Visual and Media Studies at IULM University, Milan, with a focus 
on Literature and Transmedia Studies and a research project about Futurist novels. He holds a BA in 
Humanities from the University of Naples “Federico II” and an MA in Culture and the History of 
Publishing from the University of Milan. After graduating, he started working in the publishing industry, 
while attending first an advanced course in Narrative Studies at the University of Florence, then a 
master’s course in English Literature, Arts and Informatics at the University of Rome “Tor Vergata”. His 
papers on Futurism and the novel genre, his main research interests, have appeared in several 





Stanford University, USA 
 
The Question of Value 
 
The question of value in literary study seems even more urgent in the dark days of Covid-19 than it did 
back in January when we were planning the session! How prescient that the EAM’s 2020 topic is Crisis, 
for I now believe the Corona virus, both literally and figuratively, had long been in the air. I recall 
thinking about a year ago that things could not go on as they were, that something had to give, had to 
happen. And it was not just the terrible reign of Trump—I always regard our President as a symptom 
rather than a cause—but the feeling that we had lost all sense of scale, caught up in petty arguments 
about endless trivia.   As for literature and art, the refusal to so much as consider questions of value 
had produced a kind of hopeless ennui among our students.    
 
In university literature departments, those basic human questions—Is X a great poet?  Is Y’s novel 
worth reading?  How does it compare to Z?--questions posed from Plato to Proust--have long been 
held painfully naïve and retro.  Great, for what?  Important to whom?  Identity politics, as practiced in 
these last decades, has allowed for only the most narrow use-value for the literary text and has hence 
left potential readers behind.  More and more, undergraduates, at least in the U.S., won’t sign up for 
any literature course.  Meanwhile, their instructors, desperate to be relevant, are teaching courses like 
one I found in the Princeton English department catalogue called “The Interpretation of Brexit.”  Too 
little too late, surely, now that Brexit has disappeared from the news cycle. 
 
“Do not forget,” said Wittgenstein, “that a poem, although it is composed in the language of 
information, is not used in the language-game of giving information.”   What, then, is the language-
game a poem is used in? In a time of lock-down and in anticipation of the severe financial cuts sure to 
be ahead for our disciplines, it may be the right moment to pose some  basic questions.   For example, 
in Duchamp’s words, “Can one make works that are not works of ‘art’”?  And, if so, how?   
   
(MP,  May 18, 2020) 
 
 
Marjorie Perloff teaches courses and writes on twentieth and now twenty-first century poetry and 
poetics, both Anglo-American and from a Comparatist perspective, as well as on intermedia and the 
visual arts. She is Professor Emerita of English at Stanford University and Florence R. Scott Professor of 
English Emerita at the University of Southern California. She is an elected fellow of the American 






University of Limoges, France 
 
Unnarrating Places : Alfred Jarry and Doctor Faustroll’s Paralogical Spaces 
 
Alfred Jarry’s Exploits and Opinions of Dr. Faustroll, Pataphysician (1911), is a novel that defies the codes 
of fiction by depicting a fanciful initiatory journey aboard a skiff crossing Paris, reconstructed as a 
literary geography in which each island represents the artistic worlds of late nineteenth century artists. 
The instability of Jarry’s writing, which constantly oscillates between virtuosity and stylistic nausea, has 
no image other than the unsteady and deliberately fragmented structure of the novel and its intrigue. 
As an acme, the shipwreck of the skiff does not however involve the end of the Faustrollian journey, but 
rather directs it into crisis beyond the borders of bodies, intrigue, and even fiction. 
 
It is therefore appropriate to relate the full meaning of this symbolic journey through the metaphorical 
network raised by the voyage, to the course of writing that fragmentarily traces its path. Grotesque to 
the point of vertigo, this itinerary on the fictional waters of an urban space flooded by the imaginary 
and its projections allows us to question the museified Paris of the realist tradition, whether literary or 
artistic. Using this lack of readability to break cleanly from tradition, the weakening of the city as 
reference must be conceived as a shifting of the stakes of representation towards new possibilities, 
deconstructing the bases traditionally linked to a metropolis that had become a commonplace of 
literature. In this way, Jarry largely prepares the modernist aesthetic breaks of the twentieth century. 
Therefore, our work offers to reveal how Jarry’s fragmentary depiction of Paris constitutes a paradoxical 
matrix of meanings, playing on the expressive possibilities of the nonsense conferred by its referential 
instability. Our issue will be then to understand to what extent the crisis in the representation of the city 
contributes to the renewal of the possibilities of the novel, by hosting a navigation conducted around 
the limits of meaning. 
 
 
Nicolas Piedade is a third-year comparative literature PhD student from the University of Limoges, and 
a member of the laboratory E.H.I.C. He is currently preparing a thesis raising the issue of the mise en 
abyme of the writer in the European modernist novel, under the guidance of Bertrand Westphal. He is 
more precisely interested in the concern of reflexivity and narrative unreliability in the writings of Luigi 
Pirandello, Alfred Jarry, Miguel de Unamuno, Ford Madox Ford and Mário de Sá-Carneiro.In his 
upcoming publications, he has examined Brazilian cinema, specifically analysing the staging of space by 
Cinema Novo filmmakers. He has also extended his interests to the issue of heteonymy as a narrative 
structure in Fernando Pessoa’s writings, and to the representation of the city as a counter-cartographic 
instrument in Alfred Jarry’s narratives.He has completed various teaching assignments at the University 




Pinto dos Santos, Mariana 
IHA, Universidade Nova de Lisboa, Portugal 
 
The Primitivist Model and the Civilisation Paradigm in the Portuguese Narrative of Modernity  
 
Since the second half of nineteenth-century, Portuguese narration of modernity has been haunted by 
the idea of civilisation. The European peripheral southern condition of Portugal, as well as its 
dimension, was counter-balanced by an often expressed desire for a cosmopolitanism that sprung 
from an imperial past and a colonial present, which were both part of Europe’s construction of 
modernity. Modernity was identified with civilisation, which was determined not only by economic and 
technological development but also by cultural achievements, namely in art. On the other hand, 
modernity in art meant  rupture with classical representation, to embrace the modern quest for the 
new, and a radical change of taste. That was mainly due to the development of a “preference for the 
primitive” (Gombrich, 2002), in its diverse possibilities (art of children, African art, folk art, return to 
Middle Ages references, interest in the alienated and pursuit of alienation, etc.). However, the 
“preference for the primitive” is part of a broader history of which the change of western taste is only a 
symptom. The crisis of the present relationship of art history with modernity (art history being itself a 
product of modernity) has to do with the failure of concepts like “civilisation”, “primitivism" and even 
“art”, in providing anything other than a Eurocentric narrative.  
 
The quest for modernity in Portugal started earlier, but it is intrinsically connected with the dictatorship 
that lasted from 1926 to 1974, and particularly with colonial policies that intensified from the thirties 
and until the outbreak of the colonial war in 1961. Considering that “there is no modernity without 
coloniality” (Walter Mignolo, 2018) and that modernity relied on the “denial of coevalness” (Joahannes 
Fabian, 1982), this paper intends to analyse how “civilisation” and “primitivism” worked as antithetical 
cornerstones in Portuguese art history and art practice. In particular, how both concepts responded to 
the quest for the modern — either by trying to emulate the European paradigm of modernity or by 
relating to it from a critical standpoint.  
 
 
Mariana Pinto dos Santos is an art historian and curator, with a PhD in History and Theory (Facultat de 
Belles Arts, Univ. Barcelona, 2015). She is an integrated researcher at the Art History Institute, NOVA 
FCSH (Lisbon). She is the author of the book Vanguarda & Outras Loas – percurso teórico de Ernesto de 
Sousa (2007, 2nd edition printing) and the editor of several catalogues and books. She has published 
essays in catalogues and magazines about twentieth-century Portuguese artists, modernity and 
modernisms, historiography and the theory of art. She has published internationally at RIHA Journal 
(2016), Konsthistorisk tidskrift/Journal of Art History (2017) and Artium Quaestiones (2020). Amongst 
others, she curated an exhibition for the Gulbenkian Foundation in Lisbon (2017) and another for 
Instituto Cabañas in Guadalajara, Mexico (2018). She is the co-PI of the funded research project Iberian 
Modernisms and the Primitivist Imaginary (PTDC/ART- HIS/29837/2017).   
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Piotrowski, Krystian Waldemar 
Jagiellonian University, Poland 
 
The Affective Vanguard: Towards an Affective Poetics and a Somaesthetics of Twentieth-Century British 
Experimental Fiction 
 
The paper offers an overview of twentieth-century British “affective avant-gardism” and a preliminary 
systematisation of the group of interconnected writers who espoused new modes of artistic expression. 
It identifies both the spearheads of the movement as well as artists representing its peripheries, 
whereupon it brings into focus six authors whose outputs best epitomise the drive for change traceable 
in the literary developments ranging from the 1940s – the transitional period wherein antinomies of 
Modernism gave way to a new way of writing – to the late 1970s, the time of exhaustion in which 
formal experimentation mostly came to a halt. The writers under scrutiny, B. S. Johnson, Anna Kavan, 
Christine Brooke-Rose, Alan Burns, Ann Quin, and Eva Figes, are analysed as representatives of the 
“affective vanguard” of that time, and their oeuvres as a body of literature unique to the British literary 
canon that spans the “chasm between poetry and prose in which writing lost its magical power” (Anaïs 
Nin), and that as such merits further investigation. To this end, the paper conceptualises the 
foundations of a new autonomous thematic poetics, whose specificity — methodologically grounded in 
the “affective turn” and its aftermath — accounts for a range of formal categories hitherto disparaged 
or disregarded altogether, e.g. affective realism, textualised somaticity, the mind-body dialectic. 
Drawing on recent insights from the fields of affective and literary studies (Brian Massumi, Silvan 
Tomkins, Mieke Bal) and a number of ancillary disciplines, the paper not only proffers a succinct 
examination and synthesis of state-of-the-art research, but it also suggests new typologies and re-
interpretations of affectivity and carnality in British experimental fiction, based on theories of 
somaesthetics (Richard Shusterman), corporeal narratology (Daniel Punday), and feminist criticism 
(Elizabeth Grosz). Given the irrevocably hybrid nature of affective avant-gardism, the ambition of the 
paper is to open a critical discussion on affect-based literature with a view towards a better 
conceptualisation of the heterogeneity of artistic discourses and further theorisations of affectivity in 
the humanities and beyond. 
 
 
Krystian Piotrowski reads English Literature at the Doctoral School in the Humanities of the Jagiellonian 
University in Kraków. His main academic pursuits include contemporary experimental writing, surfiction, 
life-writing, memory and affective studies, as well as corporeal feminism. Piotrowski’s doctoral 
dissertation focuses on the conceptualisation of an affective poetics and a somaesthetics in twentieth-





KU Leuven, Belgium 
 
“They Knew the Limits of their Own Duration”: The End of the Etruscans and A Sense of Doom in Italian 
Literature (1920-1940) 
 
This paper addresses the uses of the narrative image of the end of Etruscan civilization in 20th-century 
Italian literature. A number of Italian writers (Vincenzo Cardarelli, Alberto Savinio, Dino Garrone, 
Corrado Alvaro) wrote about their itineraries in Etruria in proses ascribable to the travel writing genre. 
The theme of death naturally arises when visiting Etruscan necropolises: what is now visible in Etruscan 
spaces, in fact, is mainly funerary archeology and collective tombs. Italian writers were therefore 
inspired to write about the end of the Etruscans by offering their own interpretation of the cycles of 
history: that the Etruscans were destined to death because the young, strong power of early Rome 
needed its space to grow. These writings convey a sense of doom related to weak, moribund societies 
and seem to be related to the fast-changing political scene in Italy between 1922 and 1940, the years of 
the ascent and consolidation of the Fascist regime. Do they foresee the persecution of the Jewish 
population too? Do these writings convey fear, fatalism or rage when faced with the feelings of end, 
doom, and renovation caused by fast changes on the political scene in Italy? How do they change in 
relation to the evolution of the Fascist regime? It is also possible that these writings respond to the 
circulation of Oswald Spengler’s theories, in particular from Der Untergang des Abendlandes (1918-
1922). This paper addresses and compares for the first time the diverse interpretations of the end of the 
Etruscans by creative writers between 1920 and 1940 as part of a common trend of reception of the 




Martina Piperno is FWO Postdoctoral Fellow at KU Leuven, in the MDRN Research Lab. Her project is 
entitled “Italy’s Phantoms: The Italian/Italic Identity Between History and Memory”. She was awarded 
her PhD from the University of Warwick in 2016 and she has been a postdoc at University College Cork, 





Università di Torino, Italy 
 
From Crisis to Humanism and Back: a Reading of Herbert Read’s Teleological Narrative of Sculpture, 
and Henry Moore’s Universal Humanism. 
 
Crisis is a notion used in different contexts involved with human systems and behaviours. It indicates 
perturbation, a gap, a fracture in the perception of time and space that alters a social system. However, 
Modernism represents κρíσις as a revelation of a state of being, anexisting state of human 
consciousness. Modern aesthetics explores a dimension in which to visualise the co-presence and co-
action of both the positive and negative essence of Man. The result is exemplified and construed in the 
dynamic lines of modernist art. Edmund Husserl in The Crisis of European Sciences and Transcendental 
Phenomenology (1935-1937) found in science the root cause of the permanent state of crisis, insecurity 
and imbalance that characterised the 20th century. In his view, modern men accepted their fate at the 
hands of industrialisation and Positivism, but despite the prosperity that resulted, humans were 
estranged from their telos, and their being (Husserl 1961: 35). This critique of science and 
industrialisation is the starting point of this paper which examines the idea of crisis as a state of 
consciousness in relation to Nature. Modernist British Culture, in particular, balancing between tradition 
and innovation, is a fertile ground in which to investigate crisis as a process of energy making, a sense 
of restlessness that engineers the New. From this perspective, Herbert Read’s teleological narrative of 
sculpture, and Henry Moore’s universal humanism will provide examples through which to discuss how 
abstract forms were a physical reaction to the alienation of industrial society. Their works were rooted 
in the past but projected into a future where man and his bios could find new life and a new state of 
consciousness that would overcome any vision of crisis by foregrounding form.   
 
 
Silvia Pireddu received an MA in Modern Foreign Languages and Literature from Università degli Studi 
di Pavia (Italy) specialising in History of the English Language. She holds a PhD in English and American 
Cultures from IULM University, Milan and worked with post-doctoral grants at Università degli Studi di 
Pavia on issues related to culture, translation, and the history of ideas. From 2005 to 2017 she taught in 
seminars and courses about English at IULM and the Università Cattolica del Sacro Cuore, Milan. At 
present, she is associate professor of English Language and Linguistics at Università di Torino. Her 
research interests include the history of culture, translation and stylistics, with particular reference to 





University of Jyväskylä, Finland 
 
“The Future Belongs to Us!” Children in Soviet and German Propaganda Photographs Published in 
USSR in Construction and N.S. Frauen-Warte, 1930–1939 
 
In my presentation, I focus on the findings of my dissertation, in which I explore representations of 
children in the propaganda photographs published in the magazines USSR in Construction and N.S. 
Frauen-Warte. The time frame of this research runs from the first issues of the magazines in 1930/1932 
to the beginning of the Second World War in Europe. 
 
In Soviet and German propaganda photographs children were depicted, for example, living in new, 
spacious and light apartments, as well as enjoying themselves in leisure activities arranged by the youth 
organisations of the both countries. Moreover, children were often shown in especially political 
contexts, for example, presenting bunches of flowers to Stalin and to Hitler. In the magazines, children 
were represented literally as New Soviet Persons, or as ideal Aryans, and via the representation of 
children, Communist and Aryan communities of the future were imagined and visualised. 
 
One of the visual narratives of the magazines is modernity: how the brave new communities are better 
than the old, rotten systems of tsarist Russia or the liberal Weimar Republic. In both the systems, the 
concept and ideas of modernity were understood in different ways, as analysed, for example, in the 
context of the Soviet Union by David L. Hoffmann (2011) and Michal David-Fox (2015) and, in the 
German context, by Jeffrey Herf (1984). The magazines often featured avant-gardist layouts, and 
through such layouts and photographs, modernist ideas were depicted and articulated. 
 
In addition to depicting Soviet and National Socialist modernist ideas and ideals, photographs often 
also include hostile tones, as the crisis in Germany and the competition between the two systems 
deepened towards the end of the 1930s. The propaganda photographs are a diverse source, reflecting 
ideal futures of both  systems via representations of children, as will be shown in the presentation. 
 
 
Silja Pitkänen is a Doctoral Candidate in the Department of History and Ethnology, at the University of 
Jyväskylä, Finland. Her research interests include propaganda art, cultural history of the so-called 






University of London, England 
 
Fillia and the Posthuman Crisis of Futurismo 
 
Through an examination of the production of Luigi Colombo (1904-1936), an Italian visual artist, 
journalist and playwright better known under the pseudonym Fillia, this paper explores the posthuman 
challenges and opportunities voiced during a late period of Italian Futurism, marking a transition to 
Aerofuturismo. In concert with the Fascist regime’s investment in the aviation industry in the late 1920s 
and 1930s, Fillia and other late Futurist artists aimed to transcend the materiality of both human bodies 
and machines, leading to air-borne “spiritual” machines designed to elevate humans to the mystical 
heavens. Fillia’s representations on canvas of cosmic-mystical apparatuses, as well as the sexual political 
dualism informing his theatrical production, however, draw on prior work. This includes a body of work 
by the founder and leader of Futurismo, Filippo Tommaso Marinetti (1876-1944), focusing on “cyborg” 
identities, best represented in the war novel The Alcove of Steel (1921). Featuring machines who rule 
over humans in a fantasy that erotically blends organic bodies with metal, Marinetti’s Steel Alcove 
delineates the transcendence and apotheosis of the superhuman First World War soldier, encased in 
his metallised carapace, both dead and alive: he cannot die as he is already reified and, therefore, truly 
immortal. 
 
Tapping into the cultural and symbolic value of mechanical technology and aiming for a new 
posthuman society, Fillia is also conversant with the European avant-gardes. His attraction for Cubism, 
Picasso in particular, were honed in Paris, where he settled after leaving his native Turin in 1928. 
However, Fillia’s reliance on Marinetti’s authoritarian sexual politics and posthuman “cyborg” 
figurations, not to speak of the commissions he took from the Fascist State, expose the extent of the 
identity crisis engulfing the Italian Futurist avant-garde in the postwar years and its long-drawn 
transition from radical aesthetics and politics to arte di stato. 
 
 
Katia Pizzi is Senior Lecturer in Italian Studies and Director of the Centre for the Study of Cultural 
Memory (CCM) at the Institute of Modern Languages Research, School of Advanced Study, University 
of London. Pizzi has published extensively on the avant-garde and technology, modernity and 
puppetry, particularly Pinocchio, and the cultural memory and literary identity of cities. Pizzi’s books 
include Italian Futurism and the Machine (Manchester University Press, 2019), Pinocchio, Puppets and 
Modernity: The Mechanical Body (Routledge, 2012) and A City in Search of an Author: The Literary 
Identity of Trieste (Sheffield Academic Press-Continuum, 2001). Her current research interests include 




Université Paris-Sorbonne (Paris IV), France 
 
La revue d’avant-garde G : Material zur elementaren Gestaltung (Hans Richter, 1923-1926) : un 
laboratoire expérimental qui répond à la « crise » artistique, culturelle et politique sous la République 
de Weimar 
 
L’explosion de la modernité sous la République de Weimar est à la fois l’expression d’une crise et la 
tentative de réponse à cette crise. La revue G témoigne de cette ambivalence caractéristique des 
années vingt, dans la mesure où elle révèle (et précipite) la crise générale d’un système de valeur 
(l’esthétique expressionniste et toute forme d’art ornementale et sentimentale), tout en construisant 
une nouvelle voie de sortie à cette crise (l’art élémentaire). Cette communication analyse notamment 
comment G donne une forme esthétique (la revue d’avant-garde comme dispositif interdisciplinaire et 
intermédial) à la « crise » artistique, culturelle et politique qui caractérise le paysage intellectuel de 
Europe de l’entre-deux-guerres. 
 
Publiée à un moment de transition entre le déclin du mouvement Dada et l’essor du constructivisme, G 
entend – au moyen d’une pratique culturelle articulée autour du concept de « configuration 
élémentaire » [elementare Gestaltung] – organiser divers matériaux (articles, photographies, objets d’art 
et d’architecture, objets techniques, objets de mode et de loisirs) selon les principes de la fonctionnalité 
et de l’économie de moyens. G combine ainsi différents médias et domaines de l’avant-garde 
(peinture, architecture, photographie, cinéma et design graphique) au sein d’une nouvelle culture qui 
réintègre l’art dans la vie quotidienne. 
 
Il s’agit également de montrer que, même si elle n’est pas formulée de manière classique et partisane, 
la revue G est porteuse d’une dimension politique forte : l’engagement de la revue réside dans son 
orientation internationaliste et dans son organisation collective (dimension politique du réseau), dans le 
potentiel émancipateur qu’elle accorde aux nouveaux médias (il s’agit de s’emparer des possibilités du 
médium filmique pour configurer le champ sensible – et par conséquent le champ d’action – de 
l’homme), et dans sa fonction de « revue de combat » au service d’un projet « radical » qui rompt avec 
l’ordre esthétique et politique établis. Ce dernier point ouvre sur la question de la portée utopique de 
G qui tend vers une reconfiguration – et donc une transformation – de l’environnement matériel et 
culturel de l’homme.  
 
 
Livia Plehwa est ancienne élève de l’École Normale Supérieure de Lyon, agrégée d’allemand, jeune 
docteure en Études Germaniques à l’Université Paris-Sorbonne (Paris IV), en cotutelle avec l’Université 
européenne de la Viadrina à Francfort-sur-l’Oder. Directeurs de recherche : Gérard Raulet et Andrea 
Allerkamp. Soutenance : 29/11/2019. Mention : Summa cum laude. Intitulé du sujet de thèse : G : 
Material zur elementaren Gestaltung (1923-1926) : une revue au croisement des avant-gardes 
artistiques et architecturales sous la République de Weimar. Actuellement en poste d’ATER en études 





Russian Presidential Academy of National Economy and Public Administration, Russia 
 
The Post-War Humanism of the Avant-Garde: The Art of Vadim Sidur” 
 
After 1945, Europe was back at square one again, as it was once in 1918, when Dada, or the art 
with“zero” sense, became one of the possible responses to what was happening. Being negatively 
affected and deeply traumatised by WWII, art existed for a long time in diverse forms of reaction to the 
disaster produced by the war. Postwar art polarised into “humanistic” art and anti-art, or dehumanised 
art and Neo-Dadaism, the latter being developed only in Europe and the US. Radical forms of anti-art 
were impossible in the USSR at that time. As a result, abstraction became the most avant-garde 
manifestation of art in the Soviet Union, with sculpture reflecting the traumatic war experience the 
most. Vadim Sidur was one of the prominent representatives of Soviet postwar modernist sculpture. 
The aim of this paper is to analyse his art in a holistic way in relation to his wartime experience and in 
terms of postwar humanistic art, also visible in the works by Alberto Giacometti and Henry Moore. 
 
 
Konstantin Plotnikov is a Russian art historian whose research interests are the theory and philosophy 
of art and history, theories and methods of the avant-garde in general and the Russian avant-garde in 
particular. Born in Moscow in 1989, he studied art history at the State Academy of Slavic Culture. Then 
he did his postgraduate research focused on the History of the Vserosskomdram literary society (1929–
34) at the Department of Manuscripts, Gorky Institute of World Literature (IMLI), Russian Academy of 
Sciences, where he received his PhD in Philology in 2015. Since then, he has been a research staff 
member and a guide at the Muzeon and the Bakhrushin State Central Theatre Museum. For two years, 
he worked as a curator for the Pushkin State Museum of Fine Arts loyalty program. In 2018–19, he was a 
Lecturer at School of Cultural Studies, Faculty of Humanities, National Research University-Higher 
School of Economics, giving lectures in curatorship, theory and the history of culture. Since Fall 2019, he 
has taught as an Associate Professor at the Department of Culture Studies and Social Communication, 
the Institute for Social Sciences, the Russian Presidential Academy of National Economy and Public 
Administration. He has lectured widely on the Russian and European avant-garde art, history and the 
theory of art in general and abstract art in particular in the Art Center Moscow, Pyotr Konchalovsky 
studio-museum, VDNKh lecture premises, and others. In 2017, he led a reading group for discussing 
avant-garde manifestos and various aspects of the avant-garde theories in the Avant-Garde Center, 





University of Oregon, USA 
 
Crisis of the Color Line: Nella Larsen and the Transatlantic Figurations of Race  
 
In the words of W. E. B. Du Bois, at the heart of the problem – or perhaps the crisis – of the twentieth 
century, “is the problem of the color line.” This was a social and material crisis that manifested itself in 
the everyday lives of African Americans in the US, from lynchings and race riots to the practices of Jim 
Crow segregation. But it was also a crisis that reverberated in the arts of the first decades of the 
century, paving the way for the New Negro movement and the modernisms of the Harlem Renaissance 
authors. Though both Du Bois’s argument and the Harlem Renaissance have typically been defined 
along national lines, framed in the context of US politics and culture, scholars of the past two decades 
have questioned such assumptions and shown, instead, how the New Negro movement was, in fact, a 
black internationalist movement, with strong ties to Europe and the rest of the world (see Edwards, 
Gilroy).  
 
My paper participates in this transatlantic, black internationalist framework of studying modernist 
writings by authors of colour by focusing on the figure of Nella Larsen. The daughter of a white Danish 
immigrant mother and an Afro-Caribbean father from the Danish West Indies, Larsen has been 
celebrated as one of the central figures of the Harlem Renaissance and canonised as an African 
American woman modernist. Much of this scholarship, however, neglects the ways in which Larsen’s 
prose problematises American-centred notions of race through its focus on biracial characters, who not 
only straddle race and class lines, but also traverse across the Atlantic to Europe with its own racial 
frameworks of colonialism. My paper continues the recent work of George Hutchinson, Arvid Lunde, 
Anna Westerståhl Stenport, and Laura Doyle, who have asked what happens if we situate Larsen not 
only as an African-American modernist, but as a transatlantic and particularly Nordic-American 
modernist as well. By focusing on Larsen’s narrative strategies, such as the use of free indirect 
discourse, I will analyse how Larsen’s 1928 novel Quicksand represents a comparative study of the crisis 
of race in modernity by following its protagonist’s travels from the U.S. to Denmark and portraying the 
racial abyss she falls into along the way.  
 
Iida Pöllänen is a Ph.D. candidate and Fulbright scholar in Comparative Literature at the University of 
Oregon, where she also teaches for the Departments of Comparative Literature, English, and 
Scandinavian. In her dissertation, funded by the Oregon Humanities Center Dissertation Fellowship, she 
works on the intersections of American and Nordic 20th century prose with an emphasis on rural and 
transnational modernisms. She has published articles in Utopian Studies and Joutsen/Svanen: Yearbook 





Bergische Universität Wuppertal, Germany 
 
David Petrovich Shterenberg and the First Russian Art Exhibition  
 
My paper will focus on the Ukrainian-born Russian painter David Petrovich Shterenberg (1881–1948), 
who, born to a Jewish family in Zhitomir, studied art in Odessa in 1905 and then emigrated to Vienna 
due to his membership in the Bund (General Jewish Labour Bund in Lithuania, Poland and Russia) and 
the Pogrom of Odessa. From 1907 to 1917 he lived in Paris, where he and his wife Nadezhda had a 
studio in the artists’ colony La Ruche and met with international artists and intellectuals.  
 
In 1917, the year of the Russian Revolutions, Shterenberg left Paris and travelled to Russia, where he 
was supported by Anatoly Lunacharsky. From 1918 to 1920, Shterenberg was head of the Department 
of Fine Arts (IZO) of the People’s Commissariat of Enlightenment (Narkompros). In 1918/1919, he was 
involved in the organization of the Free Artistic Workshops (GSKhM) and the so-called State 
Exhibitions. In 1920, he supported the foundation of the Institute of Artistic Culture (INKhUK) and was 
appointed to the Moscow Higher Art and Technical Studios (VKhUTEMAS, later: VKhUTEIN), where he 
taught at the Faculty of Painting until 1930.  
 
In October 1922, the First Russian Art Exhibition, organized by Shterenberg, opened at the Galerie van 
Diemen & Co. in Berlin. According to the catalogue, he exhibited four paintings entitled Coloured 
Composition as well as watercolours and prints, including works with the additional title Faktur-




Christiane Post is an art historian and currently teaching contemporary art at universities and art 
academies. At the Kunstakademie Münster and the Kunstakademie Düsseldorf she studied Fine Arts 
and received PhD in Art History at the Bergische Universität Wuppertal. She has been postdoctoral 
research associate at the Technische Universität Berlin and habilitated with a thesis on artists’ museums 
at the Bergische Universität Wuppertal. Between 2012 and 2016, she was visiting professor at the 
Akademie der Bildenden Künste Nürnberg and the Universität der Künste Berlin. Her research focusses 
on modern and contemporary art history, the Russian avant-garde, exhibition and (artistic) museum 
studies. In 1912, she published Künstlermuseen. Die russische Avantgarde und die Museen für Moderne 





University of Oxford, England 
 
“How to be Grim without Groaning”: The Stoic Comedy of Elizabeth Bishop and Buster Keaton 
 
This paper will explore the relationship between the poetry of Elizabeth Bishop (1911-1979) and the 
silent cinema of Buster Keaton (1895-1966), examining how the filmmaker’s stoic comedy served as a 
model for the “state of controlled panic” inhabited by figures throughout Bishop’s verse. In a letter 
from 1964, reflecting on the place of pathos in poetry, she famously asserted: “I don’t like heaviness […] 
I think one can be cheerful AND profound! – or, how to be grim without groaning.” For Bishop, the 
tragic should not be entirely eschewed but rather should exist in tension with the comic, an equilibrium 
that was exemplified by Keaton’s art: ‘“any of Buster Keaton’s films give one the sense of the tragedy of 
the human situation, the weirdness of it all […] all in a twinkling, besides being fun.” Keaton’s films 
provided Bishop with a mode of comic performance through which her poetry might teeter on the 
brink of crisis while resisting the pull of sentimentality. From the hybrid creature “The Man-Moth” (1936) 
residing amid “the full, terrible speed” of a surrealist metropolis to the “finical, awkward” “Sandpiper” 
(1962) running along the “roaring” shoreline, Bishop’s poetry is replete with slapstick figures who 
embody what Susan Rosenbaum characterises as her “oft-noted preference for a precarious stability 
within a moving, unstable world.” The paper will demonstrate how this “precarious stability” is informed 
by Keaton, whose filmic style offered Bishop a touchstone for transforming crisis into slapstick poetry. 
The paper will trace the development of this stoic comedy across Bishop’s work, culminating in her 
unpublished poem “Keaton” (c.1964). It will also relate this connection between silent film and late-
modernist poetics to André Breton’s and Hart Crane’s veneration of slapstick cinema and to the 
postwar revival of Keaton’s reputation in the criticism of James Agee and Hugh Kenner. 
 
 
George Potts is a Leverhulme Trust Early Career Fellow at the University of Oxford, where he also holds 
a Research Association with St John’s College. His work focuses on twentieth-century British and 
American poetry, with a particular interest in modernism and its legacies, and includes publications on 
the modernist reception of Milton’s “Lycidas”, the geography of the Western Front in David Jones’s In 
Parenthesis and the “pseudo-city” in Ford Madox Ford, Isaac Rosenberg and May Sinclair. His current 
project, Charlie Chaplin Among the Poets, explores the filmmaker’s far-reaching connections with 
poetry and poets over the past century, including his influence on such writers as Marianne Moore, 





Independent, Italy  
 
Art and Literature to Power in the Occupied Fiume 
 
On the 12th of September 1919 Gabriele d’Annunzio enters Fiume (present-day Rjieka) and the city 
becomes one of the key places of the post-World War I crisis. The experience of the occupation of 
Fiume can be considered as a political microcosm offering a radical alternative to the Liberal State and 
conditioning future political developments in the 20th century. While the experience is relevant from a 
political point of view, taking into consideration the central role of art is also extremely interesting: it is 
the first time a poet presides over a city, conquering it militarily, but without firing any bullets. The 
long-lasting desire of art and imagination to assume power becomes a reality for the first time in 
occupied Fiume, attracting both figuratively and literally many avant-garde artists. Filippo Tommaso 
Marinetti, founder and guide of Futurism, after having learnt about the “astonishing news”, immediately 
decides to reach the Kvarner Gulf; many other futurists follow him during the occupation. 
Consequently, a considerable part of the incoming artists are futurists, who do not want to waste the 
opportunity of experiencing the fusion between art and life, core to their conception of art. The most 
outstanding contribution of the evident futurist influence is “La Testa di ferro” directed by Mario Carli. 
Moreover, the futurist effect on the city is clear thanks to the most bizarre and original group formed in 
Fiume: Yoga. It is an avant-garde movement that in 1920 publishes – for a short time only – a magazine 
of the same name and the extremely interesting one-off Il ballo di S. Vito. Yoga, however, shows other 
influences as well, including Dadaism, which enthusiastically embraces d’Annunzio’s entrance in Fiume 
through a telegram sent to Corriere della Sera. 
 
 
Cristian Prai is currently a teacher of Italian literature and history in a high school in Italy, in the 
province of Trento. He received his degree in Philology and Literature with a thesis focussed on the 
role of art and literature during the occupation of Fiume guided by d’Annunzio; he has written an 
article published in Fiume. Rivista di studi adriatici and participated in the International study 
conference: Fiume 1919-2019 organized by Il Vittoriale. He is still studying and working on the 





University of Nova Gorica, Slovenia 
 
Change Must Come: Accepting the Unacceptable in Yugo-Dada 
 
We understand crisis in its etymological sense as a “decisive point at which change must come”, and 
not in today’s use of the term in which crisis (mostly economic or political) signifies amortisation or 
maintaining existing conditions. Because of this current indifference to the possibility of change, the re-
actualisation of avant-garde discourse from the 20th century becomes even more important.   
 
The discourse of the historical avant-garde was characterised by the perpetual drive for newness. 
Inherent to this movement was the push towards a de-automatisation of perception, language, 
identity, and other fixed signifiers to achieve the effect of shock and provoke the inevitable emergence 
of change. This readiness for transformation is mostly evident in Dadaism, which is defined by the 
destruction and parody of the utilitarian meanings and values of language and visual representations. 
Questions posed by Dadaism are still relevant, especially in the region where notions of plurality and 
transnationality have a rich history such as in the Balkans. 
 
In this paper, we will look at Dadaism in the Yugoslav historical avant-gardes, which are usually not 
considered a paradigmatic avant-garde movement in the European context. We will analyse Dada 
tendencies used in journals (1921–1926), the central medium of the avant-garde, such as Zenit, Dada-
Tank, Dada-Jazz, Dada-Jok, and Tank, through which we can also monitor the development of the 
Yugoslav avant-garde and, more precisely, Yugoslav Dadaism. We will be interested in the ways in 
which Yugoslav Dadaism is critically subversive in its bearing on the values, meanings and models of 
expression of the modern society and culture. An analysis of these journals and the results of the 
archival research conducted from the view-point of the concept of crisis will be founded on the work 




Kristina Pranjić graduated in comparative literature, and Russian language and literature at the 
University of Ljubljana. She defended her doctoral thesis entitled Non-objective Sound and Image: Bely, 
Kruchenykh, Malevich at the same institution in 2018. Currently, she is leading her postdoctoral project 
Yugoslav Avantgardes and Metropolitan Dada (1916–1927): A Multidirectional and Transnational 
Genealogy, financed by the Slovenian Research Agency (2019–2021), and is employed as an Assistant 
Professor at the School of Arts, University of Nova Gorica. In 2019, she lectured on the visual and 
poetical experiment in Russian modernism and avant-garde as a visiting lecturer at the Alpen-Adria-
Universität in Klagenfurt. Her main research fields are European and Russian avant-garde art and 





University of Edinburgh, UK 
 
Vorticism in the 1930s – A Late Flowering in Ezra Pound’s Eleven New Cantos (1934) 
 
“Why do you need to put your ideas in order?” Mussolini asked Pound when they met on 30 January 
1933. The question was unforgettable: it took the poet 21 years to answer it openly: “for my poem” 
(canto 93, 1954). In my paper, I am arguing that after finishing the first thirty cantos in 1930, Ezra Pound 
was struggling with a sense of disorientation and crisis. Throughout the 1920s, he had isolated himself 
from his peers to concentrate on his long poem. Yet, his own isolation as well as their strong criticism 
was weighing him down: Wyndham Lewis accused him of living in the past and of being incapable of 
addressing the issues of modernity (1927); Yeats remarked that the poem had no sense of order and 
coherence (1929); and T.S. Eliot doubted his convictions, wondering in print: “What does Mr. Pound 
believe?” (1928). No actual letters document Pound’s response – all we can go on is his publication 
programme from 1927 to 1933, which indicates both a return to his own roots, to key events of his 
education as a modernist writer in London from 1911-1921, and a need to revise or improve, to fulfil 
what he felt was incomplete and immature. Hence a bundling together of responses to his friends’ 
objections in the Eleven New Cantos (31-41, 1934). Pound assumed Lewis’s criticism by flaunting his 
interest in history and at the same time writing cantos with contemporary themes, like nos. 38 and 41. 
He counteracted Yeats’s objection with architectural, Vorticist coordinates within the series; and 
responded to Eliot by strongly inscribing his political views in the texture of the cantos. My paper is 
going to concentrate on the Vorticist sense of order in the Eleven New Cantos as a key element in 
Pound’s resolution of his aesthetic and intellectual crisis. 
 
 
Roxana Preda received her PhD in and Literary Theory and American Literature from Siegen University. 
She is currently a Leverhulme Fellow in the School of Literatures, Languages and Cultures at the 
University of Edinburgh. Her research interests lie in American modernism in poetry, and she has 
several long-term projects that focus on modernism and the arts, as well as author studies, particularly 
Ezra Pound and Gertrude Stein. At present, she is working on a project to provide digital annotation of 
Ezra Pound’s The Cantos, a poem in 116 sections. The Cantos Project is a significant step in using digital 
media not only for research, but also for teaching; the platform she has designed for the purpose is 
now developing into a major reference for the annotated text, sources and secondary literature on the 





Slovak Design Museum, Slovakia 
 
Modern National Identity through Modern Artistic Education 
 
Once Slovakia became part of the democratic Czechoslovakia in 1918, there was no doubt about the 
need to create a new Slovak identity for the new age. Discussions were more about what its orientation 
should be. Should this new identity be more conservative and accentuate the national aspect or should 
it rather reflect modern international tendencies? For this discussion, the issue of the role of art and 
artists in the society and of artistic education was crucial. 
 
At that time the cultural situation in Slovakia was both unique and critical. There was no public art 
school and it was necessary to build it from scratch. This brought, on the one hand, the disadvantage 
of a cultural delay, but on the other hand, the opportunity to implement concepts without 
compromises. After the first and only public art school in Slovakia was established by progressives, 
within a short time it ranked among the most modern reformist schools in Central Europe. 
 
In my contribution, I will present the efforts of Josef Vydra, the founder and the director of the School 
of Arts and Crafts in Bratislava (ŠUR), to “undress Slovakia of its traditional clothing”. In his opinion, 
creating a new self-confident country was possible only by supporting modern applied arts. Education 
by design and art played a fundamental role in this process.  Therefore, I would like to focus on Vydra’s 
conception of the ŠUR, the best description of which can be found in his statement: “Having no fear of 
Modernism, critically choosing and trying out all that is novel and conveying the results back to 
production became the principle of the whole teaching staff.” The unique preparative courses for 8 to 
14 year-old children particularly show how Vydra, following his own schooling concept, aimed to shape 
the youngest generation to become designers for the new age. 
 
 
Klára Prešnajderová was born in Slovakia in 1981. She works as a researcher and curator at the Slovak 
Design Museum in Bratislava, responsible for the Collection of the School of Arts and Crafts. She 
studied German language and literature at the Comenius University in Bratislava with several 
fellowships in Vienna (Universität Wien, Austria), Hamburg (Universität Hamburg, Germany), and Berlin 
(Humboldt Universität, Germany). She was fellow of the Vladimir Admoni Programm – DAAD and 
achieved the PhD degree with a dissertation about Slovak interwar art magazines in the context of the 
international avant-garde. During years 2017–2019 she worked at MAK-Museum of Applied Arts in 
Vienna as an assistant for the European project Bilateral Design Networks. She was curator of the 
exhibition “Bauhaus auf Slowakisch” at Bauhaus Dessau (2015) and main curator of the exhibition “Have 






Sorbonne Université, France 
 
Crise de l’esthétique traditionnelle : crise du Beau 
 
L’époque des avant-gardes est connue pour son élargissement inouï des limites de l’esthétique 
traditionnelle. De ce point de vue, la rupture effectuée avec la catégorie du Beau est la plus évidente. 
Un grand nombre de travaux est consacré aux tentatives de comprendre s’il s’agit d’une nouvelle 
esthétique ou d’une antiesthétique. 
 
Pour cette contribution je voudrais développer la problématique du Beau chez les avant-gardes entre 
1895 et 1917: mes recherches m’ont permis de discerner plusieurs « types » de Beau dont l’existence est 
justifiée d’une façon ou d’une autre dans les manifestes et déclarations des avant-gardes : un Beau 
intérieur (qui présuppose le concept d’une œuvre d’art comme un univers clos et autonome avec ses 
propres lois de fonctionnement), un Beau primitif, un Beau national, un Beau dynamique (où je pourrais 
inclure également l’influence du milieu urbain et des découvertes scientifiques) et un Beau belliqueux. 
 
Comme votre réseau soutient la recherche interdisciplinaire et intermédiale sur les esthétiques et les 
poétiques expérimentales, je propose pour mon intervention éventuelle de poursuivre le 
développement, l’enrichissement de cette catégorie esthétique, d’observer un nombre d’éléments 
qu’elle a acquis, pour, dans un troisième temps, analyser quelques réalisations du Beau des avant-
gardes dans la littérature, la musique et la peinture. Ainsi, malgré les « guerres » entre mouvements et 
artistes, la crise du Beau traditionnel m’a permis d’envisager les avant-gardes comme une interaction, 
un interfonctionnement et un développement communs qui aspirent à un but – dépasser les limites de 
l’esthétique imposée et mourante. 
 
 
Mariia Pshenichnikova, actuellement doctorante à Sorbonne Université, porte un intérêt tout particulier 
aux questions de l’esthétique et de l’interaction des arts. Sa thèse, intitulée « Le statut de l’œuvre d’art 
chez les avant-gardes du début du XX siècle », a pour objet principal d’interroger les catégories 
esthétiques existantes au moment de l’explosion des premières avant-gardes en France, en Italie et en 
Russie, afin de comprendre les mécanismes de leur transformation et de leur enrichissement. Dans sa 
thèse, elle analyse précisément les interactions entre les arts (littérature, peinture, musique) qui mènent 
certains artistes à créer des œuvres d’art totales. Étant au tout début de son parcours de chercheuse, 
elle n’a pas encore eu l’occasion d’accumuler un grand nombre de publications et de participations aux 
colloques ou journées d’études. Néanmoins, ses articles sur Apollinaire et Khlebnikov sont à paraitre 
dans des actes de colloques et revues. Parallèlement, elle collabore avec plusieurs éditions russes et 









Crisis of the Contemporary: The End of Art  
 
The current moment in art, or “the contemporary”, in itself represents a sense of crisis. For 
contemporary theorists and practitioners, the field’s perceived lack of definition and a-historicity 
renders this moment slippery and particular. Where modern art’s radical actions were forced by a need 
to discover and reveal art’s true nature, resulting in the mutation of the art object’s form in a 
movement generated by self-critique, today, the openness of the concept “art” to all forms – and to a 
lack of form – means there is no outside from which to make such a critique. 
 
Contemporary art as a “post-conceptual" art represents this crisis of form; where conceptual art 
rendered a lack of form acceptable to art’s definition, the institutions of art moved to accommodate 
this mutation. The crisis here concerns that movement’s resulting failure, the ready acceptance of art’s 
lack of form in the conceptual moment rendering “art” as a concept too readily assimilated by 
institutions such as the museum, the academy or the market.  
 
This crisis renders contemporary artists unable to criticise or supersede the art of the current moment 
via a concern with form, while theorists are unable to satisfactorily theorise contemporary art within a 
singular definition. This renders art an open concept and threatens its cohesion, a situation seen to 
constitute the “end of art", as postulated by Danto and prefaced by Hegel. 
 
This paper will examine the implications of this situation and speculate on potential solutions to this 
current sense of crisis, for both theory and practice, via a notion of contemporary art as the end of art.  
 
 
Elizabeth Pulie is an artist based in Sydney. She completed her PhD at Sydney College of the Arts (The 
University of Sydney) in 2016, researching the end of art in relation to contemporary practice and 
discourse. She has presented papers at nine conferences and symposia, both locally and abroad, since 
2014. Recent exhibitions include Bauhaus Now!,  Buxton Contemporary, Melbourne; The National 2017: 
New Australian Art, Museum of Contemporary Art, Sydney; Unfinished Business: Perspectives on Art and 
Feminism, Australian Centre for Contemporary Art, Melbourne; and The Conspiracy of Art by Jean 





Adam Mickiewicz University, Poland 
 
Suspension of Production. The Impact of Eisenstein’s Strike 
 
This paper will approach the notion of crisis through the lens elaborated by Sergei Eisenstein’s Strike 
(1925). The crisis (suspension of production) is understood as an essential disruption (also in the 
production of meaning) leading to the undermining of  modernistic paradigms — of progress, 
industrialisation and thus revealing their entanglement with capitalism. It is also, however, perceptible 
as the intersection of two dreamworlds (as defined by Susan Buck-Morss). Both visual language and 
the content of the Eisenstein’s film have had significant impact on video art in Communist and Post-
communist Europe. In my paper I intend to discuss several examples of its influence throughout 
different moments in history, thus pointing to a trajectory of crisis. Centaur (1973-1975) by Hungarian 
artist Tamás Szentjóby, who has been interested in the notion of strike from the1960s until now, 
operates with found footage from a communist factory. Banned and confiscated by authorities, 
Centaur was reconstructed only in 2009 and its original envoy — a reinterpretation of Eisenstein’s Strike 
in the context of a communist factory — is now enriched by the context of the financial crisis of 2008. A 
mockumentary Svetlograd by Ukrainian artist Alina Jakubenko (2017) recounts the history of production 
stoppage in a former communist factory during the period of transformation that leads to 
unemployment, which in turn results in workers regaining the power of their own labour, which they 
use to produce works of art and to transform the former factory into a contemporary art center. The 
movie Red Dawn by Estonian artist Marge Monko (2013) depicts the action of restoring a signboard on 
the rooftop of an abandoned communist hosiery factory, problematising the possibility of recuperating 
of lost paradigms within a changed context. In my paper I would like to apply the Marxist theory of 
crisis and the structure of dialectics in order to demonstrate the historical, dialectical dynamics of the 
original intersection of dreamworlds present in Eisenstein’s film. 
 
 
Magdalena Radomska, a Post-Marxist art historian and historian of philosophy, is Assistant Professor at 
Adam Mickiewicz University in Poznan, Poland. She holds a PhD in art history, and has received 
scholarships at the Courtauld Institute of Art in London, the Hungarian Academy of Sciences in 
Budapest and at the Eötvös Loránd University in Budapest. She was a director and lecturer of the 
course Writing Humanities after the Fall of Communism in 2009 at the Central European University in 
Budapest. In 2013 her book The Politics of Movements of the Hungarian Neo-avantgarde (1966-80) was 
published. Currently Radomska is engaged in research on Post-Communist art in Post-Communist 
Europe (grant received from the National Science Centre) and the criticism of capitalism in art (book: 
The Plural Subject: Art and Crisis after 2008) and — as her second PhD — she is writing a monograph 
on Post-Marxism. She is a member of both the Polish and Hungarian AICA and editor of the magazine 
Czas Kultury. Radomska is a founder of the Piotr Piotrowski Center for Research On East-Central 





University of Georgia, USA 
 
A New Mythology: The Lure of Prehistory After 1945 in American Art 
 
Constructivism to Surrealism began arriving in the United States and Mexico, where they found 
affinities with aspiring American artists for whom the allure of prehistory was increasingly paramount. 
Wolfgang Paalen’s journal DYN promoted “The New Image” as a salient model for reconsidering the 
impact of Oceanic and Amerindian artefacts, while in New York the yet-unnamed Abstract 
Expressionists heralded a “new mythology” inspired, in part, by exhibitions organised by Barnett 
Newman (“Pre-Columbian Stone Sculpture” at the Wakefield Gallery in 1944, and “The Ideographic 
Picture” at the Betty Parsons Gallery in 1947). Soon after, poet Charles Olson inaugurated his sojourn as 
Rector of Black Mountain College with a series of lectures on Palaeolithic cave art as instigation of a 
renovated outlook on human potentiality by reclaiming a domain before history, which he named 
“post-modern.” I propose to review these events and initiatives in order to cast light on the “Zero Hour” 
of vanguard reckoning with its roots, not in the mode of repudiation or overcoming, but as an 
unheralded embrace of a vast and unexplored domain of human creativity.  
 
 
Jed Rasula is the author of numerous books on modernism, including Acrobatic Modernism from the 
Avant-Garde to Prehistory (Oxford UP 2020); History of a Shiver: The Sublime Impudence of Modernism 
(Oxford UP 2016, awarded the Matei Calinescu Prize from the Modern Language Association); 
Modernism and Poetic Inspiration: The Shadow Mouth (Palgrave Macmillan 2009); and the anthology 





University of Turku, Finland 
 
Jean Epstein’s Cinematic Relativism and the Crisis of Truth  
 
The Intelligence of a Machine (1946), Jean Epstein’s most wide-ranging treatise on cinema, enlists the 
cinematographic apparatus in an attempt to deconstruct the obstinate dualisms that traverse the 
history of Western philosophy. Epstein claims that these dualities, such as the nature-culture divide or 
mind-matter dualism, are exposed in cinema as mere illusory categorisations and fixities of the human 
mind. With its expressive capacities, in other words, film can override our habits of cognition by 
dissolving our presumed certainties into mere contingent variations of scale and perspective. It 
presents to us a world devoid of absolutes and comprising only pure relativities. Epstein suggests that 
this generalised relativism in film is symptomatic of a reality that is fundamentally unknowable. Thus, 
the machine intelligence of the cinematograph, as it enters into a collaboration with the viewer, initiates 
an unprecedented, nonhuman mode of thinking that can no longer be defined in relation to an ideal of 
truth.  
 
In this sense, a profound epistemological crisis — the impossibility of truth — serves as the premise for 
Epstein’s writing on cinema. This paper will examine the ways in which this theoretical idea of crisis is 
translated into aesthetic practice in Epstein’s films. More specifically, the focus will be on the cycle of 
nine of his films completed in Brittany between 1929 and 1947. These films, depicting the precarious 
lives of remote rural communities, represent a shift within Epstein’s oeuvre towards a quasi-
documentary style. The paper analyses their seemingly discordant aspiration to draw closer to the real 
while simultaneously affirming its utter unattainability.  
 
 
Aleksi Rennes is a doctoral student in Media Studies at the University of Turku. His current research 
examines the relationship between cinematic space and utopia through the films of Jean Epstein, 





UC Louvain, Belgium 
 
Les écrivains et l’invasion des images : une vieille histoire de crise (Introduction) 
  
Notre époque marquée par la virtualisation des échanges, et notamment par la « marée montante des 
photographies » souvent discutée par les spécialistes de culture visuelle (par exemple Annebella Pollen, 
« The rising tide of photographs. Not drowning but waving? », Captures, 2016), semble avoir renforcé le 
sentiment d’ « invasion » et les craintes quant à l’avenir de l’écrit. La « crise » du littéraire face à un 
monde d’images perçues comme menaçantes n’a jamais paru aussi forte. Et pourtant…  
Cette introduction s’attachera à rappeler que ce qu’on nous présente comme une crise contemporaine 
de la littérature face aux images n’est qu’un nouvel épisode de la saga opposant le « visuel » et le « 
verbal » dans le discours critique des écrivains. Soupçonnée depuis le XIXe siècle au moins de perdre 
son âme dans les éditions illustrées, de succomber aux tentations de la presse illustrée, de mourir sous 
les coups de boutoir d’une civilisation des images de plus en plus affirmée, agonisant lentement face à 
la concurrence de la photographie, du cinéma, de la télévision et des médias numériques, la littérature 
survit pourtant, poussée paradoxalement par cette pensée de la crise.  
 
 
Anne Reverseau est chercheuse FNRS, basée à l’UCLouvain. Elle dirige le programme de recherche sur 
le maniement et la manipulation des images par les écrivains, financé par l’ERC (Handling, 2019-2024 
https://sites.uclouvain.be/handling/). Doctorante à Paris-Sorbonne et post-doctorante à la KU Leuven, 
elle a travaillé sur l’histoire de la littérature française, sur les rapports entre littérature et photographie, 




Ribeiro Lobo, Paula  
Universidade Nova de Lisboa, Portugal 
 
Shaking Minds in Changing Times: Portuguese Expatriate Artists, Pedagogical Experiences and the End 
of New State Dictatorship 
 
The circulation of Portuguese expatriate artists, works and practices contributed to the political 
challenge Salazar’s regime faced during the 1960s and the 1970s, while at the same time questioning 
the grounds of Portuguese society itself. Since 1956, the scholarships awarded by the Fundação 
Calouste Gulbenkian had been providing some with the opportunity to escape the oppressive 
framework of the New State dictatorship. At first settling in Paris, but soon after also attracted by the 
vibrant scene of London, these younger generations came into close contact with contemporary artistic 
experimentation, which encouraged them to establish a more critical relationship to earlier 
modernisms. With counter-culture and a participatory drive permeating artistic avant-garde discourses 
internationally, the experiences of Portuguese artists living abroad would come to light, on their return, 
in diverse ways. 
 
Using two particular moments in the country’s history as chronological markers— 1961, the year of all 
crises, when colonial war began, and 1974, when the military led a revolution to change the regime and 
establish democracy — this paper will focus on how the circulation of ideas and methodologies also 
contributed to the introduction of new pedagogical methodologies and experimental practices withinin 
Portugal’s art scene. Some of the country’s expatriate artists were also teachers, shaking minds within 




Paula Ribeiro Lobo is Invited Assistant Professor at the NOVA/Faculty of Social Sciences and 
Humanities, in Lisbon, where she teaches on subjects such as the relation of art and power during 
dictatorships, contemporary art interactions with memory and history, and artistic research practices. As 
a full member of IHA-Instituto de História da Arte, she integrates the Contemporary Art Studies 
research group and research line Transnational Perspectives on Contemporary Art: Identities and 
Representations. She holds a PhD in Contemporary Art History from NOVA, with a thesis on the 
relation between Portuguese 20th century art andthe image and imaginary of the Portuguese colonial 
empire. She curated the exhibition “Dreaming with Hands. Drawing in the work of Mário Dionísio” 
(Casa da Achada, Lisbon, 2011). She has co-organised and participated in national and international 





McGill University, Canada 
 
Doctors of L’Esprit nouveau: Nationalism, Experimental Psychology, and the Modern Aesthetic Subject.  
 
In the proposed paper, I present the French periodical L’Esprit nouveau (1920-25) as a case study in the 
formation of a Modern aesthetic crisis. Approaching the journal as an index of 19th and early 20th 
century scientific aesthetics, I consider the notion of crisis through the disciplinary polemics that 
subtended the journal’s programme for a so-called ésthetique vivante. I ask: how was this emphasis on 
vitality embedded within the divisive cultural politics of newly medicalised regimes of psychic and social 
hygiene? And what were the central metaphors by which art and architecture were drawn together in 
their service to a techno-scientifically conceived subject?  
My argument is that particularly relevant to the journal’s collaborators is a tradition of thinking of the 
aesthetic as the privileged domain by which to intervene within the energetic linkages between the 
individual nervous system and the social body at large. By tracing the journal’s shifting affiliations 
within the field of experimental psychology, I describe how a metaphorics of human energy were 
formative to notions of aesthetic crisis within the post-War moment. 
 
My conference paper will focus on how the conceptualisation of human energy is still deeply 
entrenched in the demarcation of national borders. I will explain, for instance, how Victor Basch’s 
formulation of “sympathie symbolique” is repeatedly used as a French substitute for the German notion 
of Einfühlung; and how the Freudian libido (often perceived as pan-sexual or simply too Jewish) was 
pointedly declined for its fin-de-siècle variant as vital force. Through these moments of critical 
translation, I hope to situate the journal’s rationality within a particular set of nationally-defined 
tensions. The purpose of this exercise will be to demonstrate how this moment in the formation of the 
aesthetic was ultimately beset by a much deeper crisis: between the logic of nationhood and the 
cosmopolitanism of science. 
 
 
Aaron Richmond is an interdisciplinary artist and PhD candidate in the History and Theory of 
Architecture programme at McGill University. His doctoral project addresses the medicalisation of 
Modern art and architecture within the French periodical L’Esprit nouveau (1920 to 1925).  His research 
is supported by grants from the Fonds de Recherche du Québec and the Joseph-Armand Bombardier 
Canada Graduate Scholarship, and he was a 2018 pre-doctoral fellow at the Max Planck Institute for the 





Université de Helsinki, Finland 
 
Rupture identitaire et intertextualité dans l’écriture de Laura Lindstedt et Leïla Slimani 
 
Spécialiste de la question de l’identité et de la socialisation, Claude Dubar (2007 : 8), considère la crise 
comme une « phase difficile traversée par un groupe ou un individu. » Pour lui, il s’agit, en effet, d’une 
« rupture entre diverses composantes » (Ibid.). En suivant les lignes de pensées de Dubar, l’on peut 
considérer que, pour deux autrices ultra-contemporaines, Laura Lindstedt et Leïla Slimani, la crise 
identitaire signifie une rupture entre l’identité sociale professionnelle et personnelle. Précisons que 
l’identité est ici liée à la notion de classe sociale conçue comme un processus social et culturel (Skeggs, 
2004). Chez les deux autrices, la matérialisation esthétique de cette rupture identitaire se situe au 
niveau du corps et prend la forme d’hypersexualité.   
 
Dans le roman de Lindstedt, Ystäväni Natalia (2019) [Mon amie Natalia], la protagoniste raconte sa vie 
à son/sa psychologue qui est, par ailleurs, une des voix narratives de ce roman polyphonique, alors que 
Dans le jardin de l’ogre de Leïla Slimani (2014), l’histoire d’Adèle est racontée par un narrateur 
omniscient plutôt classique qui ne se mêle pas de la vie des personnages. En revanche, dans les deux 
romans, la thématique d’hypersexualité, qui se manifeste à travers le comportement pathologique des 
protagonistes obsédées par leur instinct sexuel, semble tisser un lien intertextuel, voire hypertextuel, si 
l’on suit la terminologie de Gérard Genette (1982), entre ces deux romans, et ce pas seulement sur le 
plan thématique mais aussi sur le plan axiologique des romans.   
 
Dans notre présentation, nous chercherons tout d’abord à discerner les causes possibles de la crise 
identitaire sociale représentée par Lindstedt et Slimani en analysant la rupture entre l’identité 
professionnelle des protagonistes, dotée de capital culturel et social (Bourdieu, [1991] 2001), et identité 
personnelle compulsive et performative. Ensuite, nous nous proposons d’étudier en quoi consiste ce 
lien qui rapproche les romans en nous appuyant sur les notions de l’hypertextualité de Gérard Genette. 
Le concept de la transmotivation (1982 : 457, 465) nous parait particulièrement pertinent ici puisque 
celui-ci nous permet de comprendre si le comportement pathologique des protagonistes est motivé 
différemment dans les deux romans. De même, étudier les motifs des personnages fictionnels dévoile 
souvent, du moins selon Genette, les valeurs qui sont mises en évidence ainsi que celles qui sont 
rejetées par les œuvres en question.            
 
 
Anne Riippa, docteure en littérature française du 20e siècle, travaille depuis 2017 comme enseignante 
de français au Département des Langues et au Centre de Langues de l’Université de Helsinki. Elle a fait 
ses études doctorales à l’Université de la Sorbonne nouvelle 2005–2007 sous la direction de Jeanyves 
Guérin, spécialiste d’Albert Camus. Sa thèse de doctorat, intitulée Réécritures bibliques chez Paul 
Claudel, André Gide et Albert Camus. Une étude intertextuelle sur dix œuvres littéraires, qu’elle a 
soutenue en 2013, était dirigée par Monsieur Guérin (Paris 3) et Madame Mervi Helkkula, professeur en 
philologie française à l’Université de Helsinki. Ses travaux de recherche actuels, portent, entre autres, 
sur la littérature ultra-contemporaine (Leïla Slimani, Michel Houellebecq) ainsi que sur l’écriture 
féminine de Marguerite Duras. Depuis 2016, Anne Riippa travaille également comme interprète de 




University of Helsinki, Finland 
 
Roger Caillois, from Generalisation to Diagonal Science: The Use-Value of Surrealism and Social-
Anthropology in the Assimilation of the Affective and Lyrical into a Reconfigured System of Knowledge  
 
The development of Roger Caillois’ responses to epistemological crises crystallised in the 1930s around 
a particular constellation of influences: the promise of surrealism in uniting lyrical and analytical 
thinking; the “totalising” and comparative socio-anthropological methods of Marcel Mauss and the 
Durkheimian school; and the concept of generalisation developed in conjunction with Gaston 
Bachelard and Tristan Tzara in the 1936 publication, Inquisitions. Although after the war Caillois would 
turn to a more culturally poetic domain of studies in the imagination, his intellectual manner in the 
1930s was characterised by an aggressively militant rallying cry for "intellectual reform”: a call to artists 
and intellectuals to engage in a rigorous and systematic coordination of study to construct a method of 
research that could overcome the limitations of rationalist and positivist thinking in order to assimilate 
the “shadows" of science — affective experience and lyrical thinking — into an expanded scientific 
domain. In his Inquisitions text, “For a Militant Orthodoxy: The Immediate Tasks of Modern Thought,” 
Caillois criticised a prevailing “crudely reductionist mentality” that “had obtained nothing by expelling 
into outer darkness the irreducible elements of real-life experience that did not fit into its narrow 
framework” as well as what he saw as surrealism’s “intellectual hedonism” in its refusal to extend its 
fascination with the "marvellous and bizarre” into a more analytical framework. This paper will explore 
Caillois’ proposals for a “comprehensive synthesis” of all thought, including the affective domain of 
experience predominantly considered as heterogeneous to scientific enquiry. It will examine the 
influence of Naturphilosophie and social-anthropology as models for Caillois’ imperative to integrate 
the emotional and lyrical elements of everyday life into an open study and will further set out how 
Caillois would, in the 1950s, conceptualise this ambition in terms of Diagonal Science: an 
interdisciplinary and comparative method that could not only assimilate the particulars of knowledge 
into a unitary system of thought but also offer a means to better locating the seemingly exclusive 
characteristics of human life into a more ecologically conceived relation with nature at large.  
 
 
Donna Roberts is an Art historian and post-doctoral scholar of Surrealism at the University of Helsinki. 
Her PhD from the University of Essex was on the relations between the ideas of the Grand Jeu and the 
painting of the Czech artist Josef Šíma. Her main areas of publication have subsequently focussed on 
various aspects of the writings of the Grand Jeu group, Czech Surrealism, the writings of Roger Caillois, 
surrealist periodicals and the theme of Surrealism and nature. She is currently completing a book titled 





Indiana University, USA 
 
The Crisis and Involuntary Attention 
 
My contribution starts with the characteristic avant-garde effect of sudden, involuntary attention, and 
considers in what sense we may speak of it as an aesthetic phenomenon. Unmediated attention seems 
more like stimulus response than an act of judgment, not complex enough to warrant inclusion in the 
category of the aesthetic. But the closer one regards it the more questions arise. Can an immediate 
claim on one’s attention be compared to surprise? Are the “now” or the “critical moment” aesthetic 
categories? What is the share of inference versus reference in attention? Are sudden moments of self-
attention akin to epiphany, whereas sudden moments of other-attention are akin to shock? Is there an 
experience of freedom/necessity associated with sudden attention, an experience markedly distinct 
from that of recognition, deliberation, or even decision? 
 
 
Benjamin Robinson is Associate Professor and Chair of Germanic Studies at Indiana University 
Bloomington. His book The Skin of the System: On Germany’s Socialist Modernity (Stanford, 2009) 
focuses on the philosophical dilemmas of real socialism as crystallised in the work of East German 
author Franz Fühmann. Recent publications include essays on the concept pair simplicity/complexity; 
Ernst Niekisch; Anna Seghers; and C.S. Peirce’s phenomenology of “secondness.” His current book 
project, On the Magnitude of the Present: A Theory and History of Indexicality, explores the concept of 




Central European University, Hungary 
 
Imagining the Future in Liminal Times: Ukrainian Futurists in Search of a Post-National Identity 
 
Ont the brink of World War I, Mykhayl Semenko, the most visible representative of the Ukrainian 
Futurists, published manifestos that not only attempted to diagnose the current state of political and 
artistic crisis, but also suggested a way forward. Protesting the unquestioned authority of established 
artistic canons and the Euro-centric tendency to museify art, he and his supporters called for the 
emergence of a civically responsible approach to artistic activity, unconstrained by the paradigms of 
production and focused on a search for new forms of expression, ranging from language use to 
experiments in living aimed at reshaping the material conditions within which human activities become 
intelligible.  
 
This paper argues that the Ukrainian avant-garde of the 1910s and 1920s attempted to resolve the crisis 
of Ukraine’s neo-colonial belonging and special destiny by developing a new dynamic post-national 
identity. While it is typical of avant-garde artists to harbour anxieties about the bourgeois etiology of 
their creative programmes, Ukrainian Futurists were distinct in that their anxieties were specifically 
aimed at the Ukrainian nation-building project. Rejecting ethnic arts and crafts, including visual and 
rhyming patterns, folklore and song, and the everyday register and tone of the Ukrainian language, 
they focussed on creating a new aesthetic reality, ultimately intended to erase any regional, ethnic, or 
linguistic distinctions and blend in with what is universal and ultimately shareable.  
 
By 1922, the group entered the stage of panfuturism, characterised by destructive artistic engagement 
with vestiges of pre-revolutionary art and lifestyle, anticipating that upon its completion, panfuturism 
would too exhaust itself as an approach due to its focus on individuals, leading to the emergence of a 
post-national futurocommune, in which language as well as the labor of creation is shared, and the 
myths of authorship, national specificity and exclusivity, and individual genius are done away with.  
 
 
Max Rosochinsky is a scholar, translator, and poet from Simferopol, Crimea. He earned his PhD from 
Northwestern University in 2018. His graduate work focuses on Osip Mandelshtam’s poetry in the 
context of post-Revolutionary and Stalinist terror, and on Marina Tsvetaeva’s civic poetry about the 
war. He has also written articles about Svetlana Alexievich, and edited a volume of Ukrainian war 
poetry, translated into English. His work has been supported by the National Endowment for the 





KU Leuven, Belgium 
 
Unauthoring Activism: The Activist Turn and the Authorial Position of the Choreographer  
 
The turn towards activism has a large impact on the authorial position of the choreographer. On the 
one hand, the connection between choreography and activism provides choreographers with an 
opportunity to claim a more central position in society. Choreography is framed as a tool to organise 
collective political action and to understand or even to overturn contemporary crises. As such, 
choreographic works are invested with a certain urgency and relevance that exceed the typical borders 
of dance as an art form. On the other hand, activist strategies force choreographers to rethink the still 
prevailing modernist interpretation of authorship and the notions of artistic signature and individual 
genius that come with it. The activist logic proclaims that all strategies are aimed at bigger communal 
goals: simply appropriating activist projects would expose the choreographer to accusations of 
pseudo-engagement or fake activism. Faced with this challenge, choreographers have to devise new 
authorial strategies that maintain a careful balance between establishing individual authorship and 
pursuing communal goals.  
 
To explore the complex authorial position of the choreographer as activist, I will focus on Michiel 
Vandevelde’s The Political Party (2012), a performative format that not only addresses socio-political 
issues, but also explicitly adopts an activist strategy. The Political Party is conceived as “a think tank 
questioning Western democracy and reflecting upon alternative ways of doing and thinking politics.” 
The project has received wide recognition and has led to different outcomes, such as a mobile library, a 
reading club, and a newspaper. I will discuss how The Political Party, despite its popularity, is situated at 
the margins of Vandevelde’s artistic œuvre and therefore makes for an interesting test case to see how 
far the identification with activism can go. 
 
 
Jonas Rutgeerts is a dramaturge and a researcher at the Centre for Cultural Studies (KU Leuven). He 
obtained his PhD in Philosophy at the Institute of Philosophy (KU Leuven) in 2019. His research is 
situated at the junction between dance studies, philosophy, and cultural studies. As a dramaturge and 
researcher, he has collaborated with Needcomapny, Ivana Müller, David Weber-Krebs, Clément Layes, 
and Arkadi Zaides. His work has been published in journals such as Performance Research and 
Parrhesia, and in edited collections including Aberrant Nuptials: Deleuze and Artistic Research (2019) 
and When Fact is Fiction: Documentary Approaches for Research in the Arts (2020). He is also the author 





University of Essex, England 
 
‘Rancid’ Theology and ‘Pure Poetry’: The Modernist Heresy and Its Literary Offshoots 
 
This paper examines the forgotten theological roots of cultural modernism, focusing on the literary 
responses to the so-called ‘modernist crisis’ that broke out in the Roman Catholic Church in 1907. I 
foreground the tensions present in the religious landscape of the end of the nineteenth and the 
beginning of the twentieth centuries, when the meaning of the term “modernism” was primarily 
theological. The encyclical Pascendi Dominici Gregis, issued by Pope Pius X in September 1907, 
condemned the theological movement of modernism as the “synthesis of all heresies”. This resulted in 
some of the leading Catholic thinkers being dismissed from teaching posts, forbidden to publish, or 
excommunicated. The ensuing debates between modernist thinkers and their opponents, neo-
scholastic theologians, formed an integral part of the cultural landscape of modernism, featuring in 
contemporary press as well as literary journals (including Jacques Rivière’s La Nouvelle Revue Française 
and T. S. Eliot’s Criterion). 
 
This paper explores one particular aspect of the “modernist crisis” controversy, namely the debate 
about the perceived crisis of theological discourse. In 1924, W. B. Yeats complained of that one cannot 
read “the Pastorals of our Hierarchy without horror at a style rancid, coarse and vague.” In a similar 
vein, Canon B. H. Streeter (T. S. Eliot’s godfather), argued that theology had lost touch with the modern 
world, and a contemporary theologian “must imitate [authors such as] Mr. Wells to the extent of 
thinking, writing, and preaching in the language of the contemporary world." The widespread 
perception of the collapse of the traditional discourse of theology led many thinkers, including Jacques 
Maritain and Henri Bremond, to look to literature as a source of potential renewal, which resulted in a 
heated debate about what Bremond called "pure poetry”. My paper will examine these exchanges in 
order to reassess the role of religion in early-twentieth-century literature and culture. 
 
 
Joanna Rzepa is Lecturer in Literature in the Department of Literature, Film, and Theatre Studies at the 
University of Essex. Her research and teaching interests include modernism, twentieth-century 
literature, religious studies, Holocaust writing, and intellectual history. Her research has appeared in 
Modernism/modernity, Comparative Critical Studies and Translation Studies. Her monograph Modernist 





University of Zurich, Switzerland 
 
Obscene: The Performativity of Crisis and the Crisis of Performance Art 
 
In my paper I will explore the category of “obscene” as a term used by sociologists to describe cultural 
crisis, by media philosophers to indicate the crisis of reality, and by art theoreticians to analyse the crisis 
of representation. Looking for the scenes of obscenity in the performance art and film, I will try to show 
that the obscenity as a performance of non-normativity is today itself in crisis. In order to regain the 
subversive meaning of the “obscene” as something that cannot be openly articulated, nisi in scaena 
(unless on the stage), I will also propose to rethink the relationship between visibility and 
performativity, as well as between norm and subversion in contemporary performance practice. 
 
I would like to discuss following the questions: What is exactly the relationship betweenobscenity and 
crisis? How is it conceptualised here the idea of the limit, of the border, of the frame? Can obscenity be 
regarded as a performative force that permits the undoing of medial differences between the arts and 
distinctions between practice and theory? Are obscene performances a form of political protest or an 
artistic reaction to restrictions imposed by aesthetics, ethics, law, religion, politics? Which bodies and 
physical practices can be described as obscene? To what extent do scenes of obscenity reveal non-
normative identities? And last but not least, is contemporary performance practice still obscene? 
 
 
Dorota Sajewska, PhD (Lindenbachstrasse 39, 8006 Zürich, dsajewska@gmail.com) is Assistant 
Professor of Interart (Eastern Europe) at the University of Zurich, and was Deputy Artistic Director of the 
Dramatic Theatre in Warsaw (2008-2012). Her scientific interests oscillate between cultural studies, 
historiography and body anthropology, theatre, performance and contemporary art. She specialises in 
theories of archiving and decolonising the knowledge. She is an author of various publications on 
theatre and performance, theatre scripts and three monographs in Polish: “Sick plays”: Disease/Identity/ 
Drama (2005), Occupied by Media (2012), Necroperformance (2016; English version 2019), co-author and 
co-editor of the anthology RE//MIX. Performance and documentation (2013), and co-translator of 
Postdramatic Theatre by Hans-Thies Lehmann (2004, 2009). Currently, she carries out the project Crisis 
and Communitas, in the frame of which she investigates crises of post-war Polish society and the 





University Complutense Madrid, Spain 
 
Musings: How Avant-Garde Poets Have Responded to the Nuclear Age 
 
In the context of late modernism, this paper will focus on the writings that both modernist poets and 
those who came followed, in the 1950s and beyond, responded to nuclear power and the growing 
nuclearisation of the West. The poets involved in addressing the apocalyptic consequences of the 
atomic bomb and its devastating effects on human life and nature strove to capture reality with a 
mode, rhetoric and technique that, while remaining committed to experimentation, struggled to reach 
a wide audience. 
 
Gertrude Stein’s last piece, “Reflection on the Atomic Bomb” (1946) opens up an important debate 
regarding what potentially might be of interest to a writer like her, one’s whose devotion to the word 
leads her to theorise and reflect upon reality in remarkable ways. The controversies around Stein’s 
“wording” her reaction to the idea of mass destruction of the atomic bomb opened up ways for other 
avant-garde writers and poets, whose “engagement” with the human and Nature was always mediated 
through their complex relations to language. 
 
In the wake of Stein, I will address Lorine Niedecker’s “The radio talk” (1963), one of the poems she 
wrote right after the Cuban Missile Crisis, and Juliana Spahr’s poetic volume Nuclear (1994), in which 
she writes about the nuclear threat and the human response to the world’s increasing nuclearisation 
from the committed position of her environmental activism. At the core of my reflections is an idea of 
crisis of unprecedented proportions that shows, first and foremost, how language communicates the 
unspeakable, a domain which seems to have grown larger than ever before and covers categories that 
navigate Nature, the personal, the political, and our entangled relations with the world at large. Can the 
literary counter mass destruction and posit ways to enhance life, instead, both in and through 
language?    
 
 
Esther Sánchez-Pardo is Professor of English at U. Complutense, Madrid. She is the author of Cultures 
of the Death Drive: Melanie Klein and Modernist Melancholia (2003), and Antología Poética, Mina Loy 
(2009). She has published four critical editions, and edited (or co-ed.) seven books; among the latest, 
co-ed. with A.M. Reboul, under the title L’écriture désirante: Marguerite Duras (2016), and Women Poets 
and Myth in the 20th and 21st centuries. On Sappho’s website (co-ed with R.Burillo and M. Porras, 2018). 
Prof. Sanchez-Pardo has published over seventy-five articles and book chapters, most of them on 














Free University of Berlin/University of Tübingen, Germany  
 
Pazzi e primitivi, popolo e precariato – Elements of Everyday Life in and against Crisis in the Italian 
Avant-Gardes  
 
In the field of Italian avant-garde studies, the importance of everyday life in art, literature and film 
flourish in the post-war neo-avant-gardes from the 50s to the 70s. The wave of Italian “Neorealismo” 
was based on the representation of popular and simple everyday realities. In the authentic and almost 
documentarist representation of life, Italian neo-avant-gardists searched for a possible way out of the 
post-war artistic crisis.  
 
Even if this new attention for the everyday came to light in the context of the Italian neo-avant-gardes, 
one can ask whetherany similar approaches might be found also in the so-called historical avant-garde 
movements, especially the Italian ones. Indeed, Pasolini’s attention for the marginalised, popular 
groups of the society, as well as his so called third-worldism show some parallels with the fascination 
for popular and primitive forms of art and life in the historical avant-garde, for example Marinetti’s use 
of primitivistic elements for his futuristic vision, or Palazzeschi’s idea of the carnevalesque power of the 
humble and simple life. This contribution aims to analyse those possible parallels and explore the 
paradoxical use of everyday elements in Futurism, a movement which vehemently rejected the 
quotidian and stressed the heroic.  
 
 
Thea Santangelo is a PhD Student and a PraeDoc assistant at the Free University of Berlin in the 
institute for Roman Philology. She is in charge of the coordination of the BA program in Italian Studies 
and teaches Italian and French literature. Thea Santangelo is also an associate member of the PhD 
Program “Entangled Temporalities of the Global South” at the Eberhard-Karls-Universität Tübingen. Her 
doctoral projects focus on the discourse of temporal primitivism in Italian Futurism, in particular 





University of Maryland Baltimore County, USA 
 
Not Utopian Dreams: 1960s Avant-Garde Conceptual Art as Warning of Our Current Crisis 
 
The intention of those involved in avant-garde conceptual and networked art projects was, and 
continues to be, motivated by a radically progressive politics and aesthetic 
position challenging traditional notions of the art-world’s gallery systems, art-markets, and corporate 
media. The artists involved opposed petro-military industrial capitalism that they see as 
primary causes of our contemporary ecological, socio-political, and cultural crises. It seems unarguable 
that one could label the goals of much of this artwork as working toward a decentralised progressive 
anarchy. I have detailed this understanding in two of my own books, first in Networked Art in 2001 and 
then in Intimate Bureaucracies in 2012, and in numerous chapters, articles, and catalogue essays. That 
said, this paper pushes against my own former optimism (see two recent books, Information 
Wars and Mind F*ck, about the disinformation campaigns to see what changed in our cultural realm) 
and conclusions about these avant-garde artworks including the networked and sociopoetic projects 
that I have spent my career championing as models of utopian possibilities and progressive social 
change. My provocation is now a pessimistic and negative dialectical analysis of networked art as the 
precursor not of models of utopian sociopoetic formations, but rather cyber-warfare directed against 
us. In short, the structural economies, or what I call sociopoetics, of artworks like Ray Johnson’s “on-
sendings” or Anna Banana’s progressive projects — now, in 2020, seem to illuminate the workings of 
cyber-warfare strategies. Instead of reading these works as models of utopian dreamlands, we might 
read the conceptual projects of the late 20th century as models to apprehend the mix of viral 
libertarian-authoritarianist’s disinformation cyberwarfare - what some now call Putinism, which seems 
to borrow many of the strategies from networked art and from conceptual artists including one of 
Putin’s closest advisors. 
 
 
Reading Machines and Reading the Times: Bob and Rose Brown and the 1930s Crisis in Publishing 
 
Craig Saper’s paper explores Brown’s career as publisher and techno-modernist visionary. As a 
magazine writer in the 1910s, Bob Brown associated the word “machine” with the typewriters operated 
by paid-by-the-word writers; it seemed like the stories were being produced automatically beyond the 
control of authors — a sensation heightened by the economic crises of the 1930s. In this paper, Saper 
argues that these conditions prompted Brown to consider writing in networked terms, where multiple 
authors or one writer could produce texts under a series of pseudonyms. Brown’s reading machine and 
publishing ventures sought to make these two elements (speed and non-human control) available to 
reading, just as it had become available in typewriting stories for the pulp magazines.  
 
 
Craig Saper, Professor in the Language, Literacy & Culture Doctoral Program at UMBC, has 
published Artificial Mythologies; Networked Art; The Amazing Adventures of Bob Brown; and, with his 
pseudonym dj Readies Intimate Bureaucracies: a manifesto. He has co-edited scholarly collections 
on: Electracy; Imaging Place; Drifts, Mapping Culture Multimodally, and edited and introduced five 
volumes The Readies; Words; Gems; 1450-1950; and Houdini (with his restarted Roving Eye Press). He 
has published chapters and articles on digital culture, and built readies.org. He co-
curated TypeBound (on typewriter and sculptural poetry), and was the co-founder of folkvine.org. He 
co-publishes Hyper-Electric Press digital book-equivalent series, sits on the editorial boards 
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of Rhizomes.net, HyperRhiz.io, Textshop Experiments, and recently the new journal Inscription: The 
Journal of Material Text – History, Practice, and Theory. Saper introduces and annotates the 
biographical context for each of the contributors in the new edition of Readies for Bob Brown’s 




Schultz, Laura Luise 
University of Copenhagen, Denmark 
 
Queer Icon: Gertrude Stein between Hollywood and the Avant-Garde 
 
Gertrude Stein and her partner, Alice B. Toklas, meticulously cultivated a public image of Stein as an 
American icon. However, when Stein finally became a major celebrity, it immediately sparked an 
identity crisis. This paper explores how Stein negotiated the relationship between her fascination with 
fame and her avant-garde aesthetics in her experimental writings on identity from the 1930s. I further 
discuss how Stein managed her different roles as a writer and an art collector in the construction of her 
public image. How does Stein’s work on identity in both her autobiographies and her more 
experimental texts relate to her role as patron of the arts and to the image of Stein and Toklas as the 
iconic gay couple of the early 20th century? The paper looks at some recent representations of this 
iconic image of Stein and Toklas in art and popular culture, which critically analyse the power structures 
involved in the construction of the early avant-gardes. 
 
 
Laura Luise Schultz is an Associate Professor in the Department of Arts and Cultural Studies at the 
University of Copenhagen. She has written extensively on Gertrude Stein and avant-garde literature, 




Schumacher, Rebeca, Eder Fuão 
University of Oslo, Norway 
 
Mallarmé et Reverdy, deux poètes qui théorisent et réinventent la poésie dans des périodes de crise 
 
La littérature subit une « exquise crise, fondamentale ». C’est ainsi que Mallarmé définit le moment par 
lequel la poésie passe en 1896, lors de la publication de son texte Crise de vers. Le vers français, un 
monument érigé et figé comme l’exemple de la vraie littérature, appartient, selon Mallarmé, à une 
prosodie qui empêche les mots de voler. Il est arrivé le temps de donner de la liberté aux mots qui 
deviennent autonomes pour suivre des rapports, avant tout, lyriques. Le poète, à son tour, s’efface 
pour donner du terrain à cette symbiose, que pour Mallarmé est essentiellement musicale. Son Coup 
de dès (1897) est ainsi l’accomplissement de ce projet. Seize ans plus tard, le poème en prose était déjà 
une forme consacrée lorsque Pierre Reverdy écrit son poème « Sujets », entre 1913 et 1916. Suivant de 
proche toutes les transformations sur le champ des arts et de la littérature, il théorise, ou écrit sur 
l’esthétique (comme il préférerait l’appeler), de son temps. Ce poème est, pour ainsi dire, son 
manifeste, sa théorie mise en pratique. Même en souhaitant de faire table rase du passé, de « partir du 
zéro », Reverdy rend hommage à Mallarmé en affirmant que lui aussi désire faire des mots le matériel 
le plus important pour sa poésie. Dans cette communication, nous rapprocherons ces deux poètes, 
Mallarmé et Reverdy, en vérifiant quels ont été les points en commun de leur poésie, et à partir de là, 
comprendre les transformations par lesquelles la poésie, inspiré de la musique (pour le premier) et de 
l’art (pour le deuxième), est passée à cette époque-là. Des transformations qui sont représentatives 
d’un moment de crise, soit une crise spécifique comme celle du vers français, soit une crise plus 
générale, comme celle qui bouleverse tous les arts au début du XXème siècle.   
 
 
Rebeca Schumacher Fuão est maître de conférences en Littérature Française à l’Université d’Oslo. En 
2016, elle soutient sa thèse sur Pierre Reverdy. Dans cette étude, elle analyse surtout ses essais 
esthétiques et elle essaie d’étudier la poésie de Reverdy à la lumière de ces textes. Rebeca travaille 
aussi sur la publication de la traduction de ces essais en portugais. Ses intérêts de recherche sont la 
littérature française e francophone, la modernité, les avant-gardes et la traduction du français au 






Aalto University School of Arts, Design and Architecture, Finland  
 
The Situationist International as the Last Avant-Garde Movement 
 
Already during the 19th century the meaning attached to the notion of avant-garde varied, comprising, 
on the one hand, an artistic concept, and on the other a political ideal. As an artistic concept it was 
related to aestheticism and l’art pour l’art of the 19th century. In politics, communists, especially Lenin, 
understood the Party as a revolutionary vanguard, using the Russian word avangard. He was not so 
interested in art. 
 
In the 1960s the Situationist International (SI) carefully analysed earlier historical avant-garde 
movements, and claimed they had failed. SI tried to unite anew artistic and political avant-gardes. It 
wanted to get rid of both a bourgeois concept of “Art” and political activity as represented by political 
Parties. The SI could also have been said to continue a historical avant-garde project of uniting art and 
life. 
 
From the earlier radical avant-garde they took manifesting strategies, although opposing their 
predecessors, especially Surrealism. Contrary to an artistic avant-garde, Dadaists and Surrealists, who 
thought that art itself has potential to bring about change, SI declared that art as an institution has no 
potential for changing the world. They did not produce art, nor anti-art or any new kind of art aimed at 
killing art. Instead the Situationists wanted to abolish artistic work and replace artistic productivity with 
other kinds of creativity. They held the view that art had nearly fulfilled its task, which for them was 
realising itself and ending as a separate field from life. Accordingly, they did not believe in Party as a 
political actor but wanted to return an idea of workers’ councils. 
 
I have written about the SI as “the last avant-garde movement in the world”, although it did not realise 
a totally new version of avant-garde ideas. However, the SI took the project of uniting art and life 
theoretically the farthest. But their own understanding about themselves does not residually merge into 
the traditional avant-garde of the 20th century. Rather, the SI pushed avant-garde into crisis from which 
rose a new dissensual understanding about political art. 
 
 
Helena Sederholm (PhD) is a professor in art education in the Department of Art at Aalto University 
School of Arts, Design and Architecture (AaltoARTS), Helsinki Finland. In the beginning of her career 
she wrote extensively about the avant-garde of the 20th Century, among others the first Finnish history 
about the International Situationists: Intellectual Terrorism. The International Situationists 1957–72 (1994, 
in Finnish). Currently her research interests focus on contemporary art, art theory, the avant-garde and 





Serventi Longhi, Enrico  
Sapienza University, Italy 
 
Paramilitary Poet-Soldiers: The Influence of D’Annunzio’s Politics and Aesthetics on the Post-WWI Civil 
Wars in Europe 
 
The presentation aims to reconstruct the central role of poets and writers in post-WWI European 
paramilitary experiences, isolating some significant cases. Each civil war represented a case in itself and 
at the same time was the expression of a transnational spirit of ‘resistance’ to peace and demobilisation 
and affirmation of a new national spirit. The main model of the aestheticisation of politics and new 
nationalism after WWI was beyond any doubt the occupation of Fiume, carried out by Gabriele 
D’Annunzio and his paramilitary Army composed of deserters and volunteers: it was a real laboratory, 
in which many aesthetic-political demands and currents circulating in post-war Europe found 
expression. The history of the enterprise is well known in its essential lines and it has been the subject 
of further in-depth studies on the occasion of its centenary. However, there is only a limited number of 
comparative and transnational studies that  situate the occupation within the European context, which 
was marked in the post-war years by various paramilitary experiences — both revolutionary and 
counterrevolutionary — and by numerous episodes of civil war. The collapse of traditional and 
absolutist empires in Central and Eastern Europe opened the door to new nationalisms, which 
definitively overcame the romantic season of Ancien Régime. Real “fracture zones” broke out and 
ethnic, national and ideological movements collided in defining the borders and the ideological nature 
of new nations. By virtue of the brutalisation following the Great War, these movements took on an 
armed nature almost everywhere, supporting a conception of politics and war devoid of traditional 
ethical and moral limits. Moreover, national revolutions were not necessarily conducted in the name of 
equality and freedom, but, in fact, in many cases they championed the role of intellectual aristocracies 
in new communities forged by war. It was the poets, in particular the modernists, who conveyed on the 
battlefield the possibility of a revolutionary political and aesthetic model based on the sacralisation and 
militarisation of society, redefined in heroic and racial terms, and in opposition to the world order 
resulting from the Treaty of Versailles. 
 
 
Enrico Serventi Longhi (Sapienza University of Rome) is research fellow and adjunct professor in 
Contemporary History at the Department of Social and Economic Sciences — Sapienza, University of 
Rome. He has carried out research activities in various parts of the world and specifically in the United 
States, Brazil, France, Great Britain and the Netherlands. He is author of a book on the journalist and 
revolutionary syndicalist Alceste De Ambris, examining the weight of trade unionism in the period of 
the Great War and in the pre- and post-war period. In 2019 he published his monograph on the 
ideological aspects of the Occupation of Fiume, titled Il faro del mondo nuovo. Gabriele D’Annunzio e i 





Arts University Bournemouth, England 
 
The Wishing Well – Re-enchantment, Revelation and the Radical in the Land 
 
The recent retrospective of Hilma af Klint at the Guggenheim in New York evidenced an increasing 
awareness of the influence of esoteric philosophies on the pioneers of modernism and the avant-
garde. Practitioners from Duchamp to Le Corbusier accessed the occult as a methodology enabling a 
radical re-thinking of social, psychological and aesthetic values. The turmoil of twentieth-century 
Europe and a neoliberal consensus on the positives of economic growth served to cauterise this 
relationship. As self-inflicted environmental crisis looms, how can radical methodologies reinvigorate 
our dysfunctional relationship to the land? This paper will argue that in certain areas of creative enquiry 
that relationship has not completely diminished, and calls for a radical re-thinking of cultural and 
political hegemonies so as to rekindle the progressive at a time of crisis. 
 
In Britain the relationship with the land is bound up with political, cultural and spiritual references. This 
paper proposes that various groupings of British artists (British Surrealists, the St Ives Group and the 
British Land Art movement) maintained a compact with the magical through a particular connectivity 
with the land that can be traced back ultimately to the spiritual radicalism of William Blake. I live and 
work in a remote area of ancient woodland and within my artistic practice this rural location functions 
as a visionary tool; working with the landscape becomes a means of divination and creative 
questioning. 
 
Through investigating my painting practice, produced through an intense relationship with this specific 
place, I will elucidate on these methodologies and situate the work within the re-enchantment of the 
land as a political, social and cultural act. 
 
 
Dominic Shepherd is a UK-based artist and Associate Professor of Fine Art at the Arts University 
Bournemouth. He has exhibited internationally with an extensive track record of solo shows in London, 
Berlin, Helsinki, Frankfurt, Munich, New York, Los Angele and Miami and is represented by Charlie 
Smith London. His 2019 London exhibition, Downstream, was accompanied by a publication with text 
by Professor Gavin Parkinson (Courtauld Institute). Shepherd’s research is concerned with aspects of 
Englishness, counterculture, folklore and the occult. He is co-founder of the Black Mirror research 
network, joint editor of the Black Mirror series of volumes and curated the exhibition, Black Mirror: 




Shindô, Hisano,  




Ainsi que d’autres mouvements avant-gardistes, les surréalistes ont composé un certain nombre de 
poèmes-collages. De la fin des années 1910 au début des années 1920, André Breton a souvent utilisé la 
technique de collage dans la production de poèmes, alors qu’en 1924, lors de leur pratique de l’écriture 
automatique, plusieurs surréalistes ont produit des collages dont les composants ont été découpés 
dans les journaux. Se trouvant dans la lignée du « Coup de dés » de Mallarmé et de collages dadaïstes 
en passant par des poèmes-conversations d’Apollinaire, et influencés également par les papiers collés 
cubistes, les poèmes-collages surréalistes témoignent de la crise de représentation du visible. 
 
Même si ces poèmes ont été jusqu’à présent principalement analysés du point de vue de l’intérêt de 
Breton à l’aspect visuel du langage, il existe peu de travaux tentant de les analyser en tant 
qu’expérimentations poétiques relevant de l’avant-garde littéraire. Ces poèmes-collages, étroitement 
liés aux pratiques surréalistes, telles que l’écriture automatique et les jeux collectifs, doivent être 
considéré comme une pratique collective, qui englobe la production, la publication et la réception. Il 
faudrait en outre se demander pourquoi certains collages surréalistes n’ont pas été publiés à l’époque : 
tel est le cas de la plupart des poèmes-collages crées en 1924, mais également des photocollages 
confectionnés dans les années 1930 par des poètes surréalistes, en particulier Breton et Paul Éluard. 
 
Dans cette communication, je m’efforcerai de mettre en exergue certaines spécificités des pratiques 
des poèmes-collages surréalistes en analysant la provenance des éléments composant les collages 
ainsi que leur mode de création et de publication. Cela nous permettra de les comparer avec les 
expérimentations poétiques d’autres avant-gardistes tels que les dadaïstes et les situationnistes.  
 
 
Hisano Shindô, maître de conférences (non-tenured) à l’université Matsuyama, et spécialisée en 
littérature française du vingtième siècle. Docteur en lettres de l’université Lyon 2. Titre de la thèse : « 
Les écrits sur l’art d’André Breton : 1920-1944 ».Article principal en français :« La Main à plume, groupe 
surréaliste sous l’Occupation –la réorganisation des mouvements d’avant-garde après la seconde 
guerre mondiale », in Hiromi Matsui (dir.), Images de guerres au XXe siècle, du cubisme au surréalisme, 





KU Leuven, Belgium 
 
Crise de la danse en roman graphique. Le butō entre tradition japonaise, modernité américaine et 
avant-gardes européennes dans Frapper le sol de Céline Wagner 
 
Frapper le sol de Céline Wagner est une biographie graphique relatant un moment de crise sociale et 
artistique au Japon en suivant le parcours de Tatsumi Hijikata, qui a créé la danse butō dans les années 
1960. Narrer l’histoire de la danse dans un autre médium, le roman graphique, permet une mise à 
distance fructueuse sur laquelle s’appuiera cette communication. L’objectif de la présentation sera 
effectivement de réfléchir à la notion de crise, mais à partir de sa représentation dans le roman 
graphique de Wagner. Plus spécifiquement, nous verrons que le butō apparaît chez Wagner selon une 
conception circulaire : cette danse constituerait à la fois le remède à une crise préexistante et la 
provocation d’une crise inédite. Nous analyserons d’abord la représentation des répercussions de la 
Deuxième guerre mondiale et des bombardements atomiques d’Hiroshima et de Nagasaki. Il s’agira de 
montrer quelles stratégies graphiques et textuelles sont employées par Wagner pour générer une 
atmosphère de crise sociale. Si le butō naît dans ce contexte de crise sociale, il se présente aussi chez 
Wagner comme la réponse à une crise artistique et culturelle. Dans Frapper le sol, le butō se trouve 
opposé à la modernité américaine, le modern jazz et le danses à paillettes qui détruiraient la culture 
japonaise. Face à cette menace, les danses traditionnelles du Japon (le nô et le kabuki) seraient 
inefficaces ; c’est pourquoi le personnage de Tatsumi Hijikata crée la danse butō, entrant pour ce faire 
en dialogue avec les avant-gardes européennes. Réponse à une crise, la danse butō en provoquera 
toutefois une nouvelle, comme nous le verrons en analysant les réactions du public japonais dépeintes 
dans Frapper le sol : les spectateurs sont sidérés par cette danse qui est sensée parler de leur réalité 
mais qu’ils ne comprennent pas. La crise viendrait dans ce dernier cas d’un décalage entre les 
intentions de l’artiste et le bagage culturel du public.  
 
 
Mathieu Simard est chercheur postdoctoral à l’Université de Leuven (CRSH 2020-2021). Sous la 
direction de Jan Baetens, il étudie les rapports entre culture lettrée et culture populaire. Son expertise 
porte sur les francophonies contemporaines, l’imaginaire des genres littéraires et artistiques, de même 
que les phénomènes d’hybridité linguistique, générique et médiatique. Après avoir effectué un 
baccalauréat à l’Université Laval (2011) et une maîtrise à l’Université McGill (2013), il reçoit un doctorat 
en lettres françaises de l’Université d’Ottawa (2019) pour une thèse intitulée « L’imaginaire des genres 
littéraires, de Platon à Patrice Desbiens ». Il a co-dirigé l’ouvrage collectif L’espace-temps dans les 
littératures périphériques du Canada (2018) ainsi que différents dossiers de recherche et de recherche-
création sur la réécriture et l’hybridité générique. On peut en outre lire ses travaux dans plusieurs 






University of Helsinki, Finland 
 
Perpendicular ’Pataphysics: René Daumal’s Parascience and Inner Experience  
 
The fin-de-siècle epistemological crisis, culminating in the rejection of Kantian and Comtean systems, 
evoked radical ideas among the writers associated with the surrealist movement. The French poet and 
essayist René Daumal (1908-1944) was one of the most eclectic thinkers of the era. He was a 
philosopher and translator, Sanskrit scholar and pupil of the mystic George Gurdjieff, and a founder of 
the para-surrealist Grand Jeu group. Daumal also studied Alfred Jarry’s ’pataphysics only to arrive at a 
highly idiosyncratic version of the parascience. Daumal’s little-studied ’pataphysical essays vamp the 
language of science, the arts and religion. His parascientific exploits reject dualistic thinking, the very 
substructure of the Western mode of perception, which he equated with absurdity and nihilism. 
Instead, he espoused Hegel’s belief in the interconnectedness of all (the ‘Absolute Spirit’) – a 
conception analogous with the Neoplatonic anima mundi and various non-dualistic Eastern spiritual 
traditions. Criticising Western thought, Daumal did not seek to return to a pre-Enlightenment era but 
rather to transcend reason via the “supra-rational", which was enabled by “a contact made by 
consciousness with the universal”. The quest for such inner experiences led the Grand Jeu group to 
focus on parapsychic activities such as astral travel and somnambulism, conceiving dreams as gateways 
to another reality. This paper focuses on Daumal’s ‘pataphysics as an esoteric alternative between the 
concreteness of physics and the universality of metaphysics. His adoption of non-dualistic thinking 
distinguishes him from surrealism while his syncretic mystic-philosophical interpretation of ’pataphysics 
singles him out from the ranks of Jarryists. Echoing mysticism, Daumal’s conception of the acquisition 
of knowledge is essentially apophatic and reminiscent of the pursuits of negative theology. Ineffable 
experiences, echoing ecstatic ones, are the kind of ‘irreducibles’ that lie at the heart of Daumal’s 
criticism of science and his parascientific epistemology.  
 
 
Sami Sjöberg is an Academy of Finland Research Fellow at the University of Helsinki and an Adjunct 
Professor at the universities of Helsinki and Tampere. He is the Principal Investigator of two projects 
and research groups focusing on the avant-gardes’ engagement with epistemologies, science, ecology 
and biology. Sjöberg has published widely on Continental avant-garde literature and its relation to its 





American University Paris, France 
 
“One tells one’s little worldly tales through little pieces of paper”: Wols and Art Degree Zero 
 
This paper discusses Wols’ Circus Wols, conceived while the artist was imprisoned in the Camp des 
Milles near Aix-en-Provence. The circus is a project oscillating between utopia and dystopia, 
modernism and postmodernism, a kind of a futurist high-tech show where the main actors are 
enlarged flea holograms and the audience is made of figures becoming bricks. In this work, Wols is 
struggling with the modernist frame of progress and democratic education through art. As his archives 
and correspondence reveal, he continued thinking about a book and a large project after his liberation 
from the camp in October 1940. In 1945, he confronted the art world with his first exhibit at the Drouin 
Gallery, an exhibition that was conflictual in two senses. Both experiences, the camp and the art world, 
led him to doubt all grand discourses, resulting in a focus on art as “bare life” that was, at the time, a 
“change of paradigm.” My work on Wols is a part of an exploration of the term abhumanism, born in 
Paris after the war in the mind of playwright Jacques Audiberti. It was Camille Bryen—a Dada/surrealist 
child painter/poet and friend of Audiberti’s and Wols’—who associated tWols with abhumanism. 
Abhumanism invokes the “zero hour” as it interrogates humanism as a valid paradigm with a desire to 
bring humans back to their zero hour (hence the dancing fleas and vanishing humans in Wols’ Circus). 
 
 
Iveta Slavkova, Assistant Professor at American University of Paris (AUP) and PhD from the Université 
de Paris I Panthéon-Sorbonne, is an art historian who works on artistic production in the context of the 
two world wars. Her book on the New Man of the avant-garde and the crisis of humanism around 
World War I is under press at Les Presses du reel (Dijon). She has published several articles on this 
topic. Her publications revolve around the concept “abhumanism,” coined by Beniamino Joppolo and 






University of Toronto, Canada 
 
Living in a “Post Truth” World: Massimo Bontempelli and Italian Late Modernism  
 
Building upon recent scholarship on the critical and historical boundaries of modernism in Italian 
literature, this paper aims to re-assess the importance of the work of Massimo Bontempelli, a 
remarkably productive novelist and playwright whose career traverses the entire span of Italian 
modernism but who has until now remained on the margin of its canon. My argument is that 
Bontempelli’s work represents an instance of “late modernism” within the Italian context, by which I 
mean – taking as my theoretical point of departure the model developed by Tyrus Miller in his Late 
Modernism (1999) – that it simultaneously appears as “a distinctly self-conscious manifestation of the 
aging and decline of modernism” and “also strongly anticipates future developments, so that without 
forcing, it might easily fit into a narrative of emergent postmodernism”. In particular, I will focus on the 
novel La famiglia del fabbro (1931), which I will discuss in relation to one of the canonical texts of Italian 
modernist narrative, Pirandello’s Uno, nessuno e centomila (1926) (Pirandello and Bontempelli were 
close friends and collaborators). With more than a few nods to popular fiction, and in particular the 
roman judiciaire, La famiglia del fabbro revolves around the difficulties of the protagonist, the 
blacksmith Eteocle, in establishing his actual innocence after he is found not guilty in a murder trial 
only as a result of a technicality. The comparison with Pirandello will show how a common, and almost 
clichéd modernist theme, the constructed nature of truth, can in fact be articulated in radically different 
ways. For Pirandello’s characters, the revelation that truth is a discursive construct constitutes a crisis 
that turns them into outcasts in a society that refuses to let go of its belief in the objective and material 
nature of its experience of reality. On the contrary, Eteocle is plunged into a “post-truth” environment 
that has fully metabolized the “crisis” and gleefully embraces its lack of solid points of reference. The 
late modernism of Bontempelli’s novel lies precisely in its foregrounding of the tension between a 
modernist nostalgia for the objective truth of the protagonist and the unproblematic acceptance of its 
vanishing on the part of his fellow townspeople. More importantly, the paper intends to suggest that a 
lot of work still needs to be done to provide a nuanced account of Italian modernism that brings out 
the plurality of positions within it. 
 
 
Luca Somigli is Professor of Italian Studies at the University of Toronto. He has published extensively on 
various aspects of Italian and European modernism and the avant-garde, including Legitimizing the 
Artist. Manifesto Writing and European Modernism, 1885-1915 (2003; winner of the 2004 book award of 
the American Association for Italian Studies) and Italian Modernism: Italian Culture between 
Decadentism and Avant-Garde, edited with Mario Moroni (2004). His research on contemporary 
narrative, and genre fiction in particular, includes numerous essays on Italian detective fiction, a 
monograph on Valerio Evangelisti, and the edited volume Negli archivi e per le strade. Il ritorno alla 
realtà nella narrativa di inizio millennio (2013). His latest publications are the volumes Futurism: A 
Microhistory (2017), edited with Sascha Bru and Bart Van den Bossche, and Oltre il canone: problemi, 




University of Warsaw, Poland 
 
AIDS in the Art of Polish Transformation: Modernisation as Crisis 
 
In my talk, I will present the examples of artistic works, projects and interventions dealing with the 
epidemic of AIDS in the social and political context of Polish Transformation. This period, which started 
with the fall of communism in 1989 and the introduction of new system —neoliberal capitalism — is 
perceived as open-ended but remains strongly marked by the aesthetics and problems characteristic 
for the global 1990s. I will show that AIDS as an embodied metaphor plays a very important role in 
formulating the crisis nature of this historical turn. In public discourse, it has been presented as a 
moment of gaining freedom and independence, modernisation and catching up with the West. In art, 
however, it has been also seen as a moment of disintegration of social relations, individual identities, 
and impossible emancipation from new forms of power and oppression. 
 
By using (their) bodies as a stage of sudden and violent changes, artists refer to AIDS by encoding not 
only the fear and danger of intimacy, embodiment, sexuality but also – what is the most important in 
my talk – the ambivalent fascination with capitalism and western culture as the horizons of the 
modernisation process. I would like to use this aspect of the Polish imaginary of the illness to propose a 
shift in thinking and a decentralised perspective on the subject. By assuming the connection between 
AIDS, modernisation and capitalism, I would like to look at art from the global 1990s that deals with the 
illness and infected body as a symptom of the same crisis that marks the Polish modernisation process. 
This will allow us to redefine the place of the body in the art of the period, together with its political 
and emancipatory potential. That way my talk will contribute to the idea of an alternative and dispersed 
modernity of the history of European arts and culture. 
 
 
Dorota Sosnowska, PhD is Assistant Professor at the Institute of Polish Culture (Department of Theatre 
and Performance) at University of Warsaw. She is author of a book about three actresses of the 
communist period in Poland Królowe PRL. Sceniczne wizerunki Ireny Eichlerówny, Niny Andrycz i Elżbiety 
Barszczewskiej jako modele kobiecości (2014). She has taken part in scientific projects on performance 
documentation (ECLAP), theoretical status of sources, archives and documents in performance studies 
(Sources and Mediations) and performance and memory (Performing Memory). She has published 
articles in Polish and international journals (Performance Research, Maska), and coedited a book on 
performing memory in and of worker’s theatre (Robotnik. Performanse pamięci, 2017). Now she is 





University of Turku, Finland 
 
The Language of Crisis and Language in Crisis. A Contrapuntal Reading of Aspects of the Language 
Debate in Finnish Modernism of the 1950s  
 
One characteristic that has often been connected to Finnish post-war literary modernism is a search for 
a new language. In contemporary writings of the 1950s and later literary criticism, it has been stated 
that the changed world required a renewed language while the old language was seen as unable to 
match the requirements of a world reshaped by war. In this way a crisis of society and the people is set 
as a background to a crisis of language. In the 1950s there were vivid conversations and debates about 
what this new and better language should be like. 
 
We can find several different approaches to this problem in the literary journals of the 1950s. For 
example, some writers demanded that language should be precise, compact and free of sentimentality. 
Empty impressions and clichés should be avoided and words should be used according to their original 
or primary meaning. At the same, in literature, in the novels and short stories of Marja-Liisa Vartio for 
example, the capability of language to mediate meaning was problematised, as was the possibility of 
having a common language and univocal meanings of words between individuals. 
 
When looking at the ways this language situation surrounded and manifesteditself in Finnish modernist 
literature of 1950s, Vartio’s works prove to be fruitful material for a contrapuntal reading. Vartio is 
described as a modernist and yet as something else. In her works she creates conflicts between 
different ways of using language: the old and the new meet and communicate and at the same time 
create something that would not be possible were the two of them – independent and at the same 
interdependent – not present at the same time in the same entity, contrapuntally. 
 
 
Maarit Soukka is a doctoral candidate at the University of Turku. Currently she is working in a project 
called “Kirjallisia murroksia” (‘Literary turning points’) at the Department of Finnish Literature in the 
University of Turku. She has a Master of Arts degree in Finnish Language (2006) and Finnish Literature 
(2019).Her current research focuses on Modernism in Finnish literature, the status of language and 
language ideals in Finland in the 1950s, using and developing contrapuntal reading as a method for 
literary criticism. She has also published an article (2018, Sanelma 2017) in which she looks at modernist 





University of Ljubljana, Slovenia 
 
Renaissance Subject, Ecological Crisis and Constructivist Ethics  
 
The ecological crisis we are facing today has became a fact. By November 2019 the consensus among 
researchers on human-caused global warming had grown to 100%. Still there are numerous powerful 
actors worldwide who deny the global warming and climate changes altogether. 
 
Our generation is not the only one dealing with ecological issues. The Russian constructivists, at the 
beginning of the 20th century, shared a common and deep concern for the environment: Tatlin with his 
Letatlin, Miturich with his flying machines, Khlebnikov with his utopian organic movable dwellings, 
Malevich with his project of Suprematist White Man etc. 
 
It is quite striking that at the beginning of the 20th century in a small country, which he called “a straw-
roofed land”, lived a poet who foresaw exactly the ecological catastrophe towards which we race today. 
His name was Srečko Kosovel (1904-1926). Well informed of the artistic movements in East and West, 
he created unique poetic forms (conses). Sadly enough, almost nothing was published during his short 
lifespan. Only 85 years after his death did a seminal study reveal completely new aspects of his poetry. 
Probably inspired by, among others, Tatlin and Khlebnikov, he also dealt with ecological issues, as we 
would call them today. In his poem “Tragedy on the Ocean”, nature (the ocean) as res extensa is an 
irrational, threatening dark fatum, whereas man, deriving from the Renaissance subject — as res 
cogitans — is defined by his Faustian will to power, which has disastrous consequences for both 
mankind and the world. This subject wants to subject the ever cyclical movement of nature to the linear 
perception of time and space. This leads to conflict that even in the 20th century could not be resolved. 
Kosovel, almost 100 years earlier, together with his Russian colleagues, provides solutions to the 
problem, behind which are the theory of relativity, quantum mechanics and the new ethics.  
 
 
Anita Srebnik is Assistant Professor at the Faculty of Arts, University of Ljubljana, where she has been 
leading the Lectorate for the Dutch Language and Culture at the Department for German, Dutch and 
Swedish since 1996. One part of her research concerns language technologies, computational 
linguistics and lexicography (she has compiled the first Dutch-Slovene Dictionary (2007). The other part 
relates to literature and the historical avant-gardes, especially the relations between the Netherlands 





University of Warsaw, Poland 
 
The Experimental Avant-Garde Art of Franciszka and Stefan Themerson as a Way of Dealing with Crisis 
 
The word crisis in Franciszka and Stefan Themerson’s art is pivotal but spoken by noiseless mouth 
movements. During the Second World War these Polish-British avant-garde creators (she was a painter, 
he was a writer) experienced a trauma, a loss, an emigration, an alienation, a separation and an ethical 
disappointment, which were fundamental aspects of their revaluation process. The Themersons 
frequently repeated in their correspondence from 1940-42 that “the work for myself” was their strategy 
to dealing with the crisis. Both of them created in this time a large number of works which were made 
despite difficult living conditions. Firstly, texts and drawings from the 40s are: peculiar, highly 
autobiographical and unique in comparison to earlier and later works. Secondly, this period is kind of 
announcement of a completely new poetic, which was not noticeable in their art before WWII. Both 
Stefan’s linguistic techniques and Franciszka’s bi-abstract method have roots in their experience of 
crisis. 
 
The aim of my proposal is to approximate the avant-garde artistic strategies of the Themersons, which 
developed in direct response to the emotional and ideological crisis they experienced in the 40s. Firstly, 
I will show theories of Stefan’s experimental linguistic techniques – “the poetry and semantic prose”, 
which inspired, for example, members of the OuLiPo artistic group. Secondly, I will present the series of 
Franciszka’s war drawings and I will show their transitional status between her prewar and postwar 
works. Both strategies of dealing with traumatic experiences will lead me to the definition of crisis as a 
form of artistic experience. 
 
 
Honorata Sroka is a PhD student of the literary discipline at the University of Warsaw (the Doctoral 
School of the Humanities), member of the “Women Archives” research group at the Institute of Literary 
Research of the Polish Academy of Sciences. Her research interests include visual and literary 
autobiographical practices of Franciszka and Stefan Themerson, the history of experimental literature 




University of the Witwatersrand, South Africa 
 
The Song at the End of the Future: On The (Mouse) People 
 
“The people” haunts democracy, and the sovereignty of the modern state presupposes its will: the 
social contract of equal and autonomous individuals. But if the power of the state derives from this 
spectre, the injunction to conceptualise it — or to lay it to rest — faces a double bind. On the one 
hand, to appeal to a unified body is to reduce difference to the order of the same, at worst yielding to 
a totalitarian ideal. On the other hand, to abandon the community is tantamount to an affirmation of 
the status quo. A capitulation before the interests of neoliberal capitalism, it forecloses the possibility of 
collective resistance to the ongoing crisis — a crisis that, to paraphrase Walter Benjamin, has become 
the norm. In light of this predicament, this paper revisits the efforts by Jean-Luc Nancy and Maurice 
Blanchot, amongst others, to conceptualise the community as inoperative before ushering that enquiry 
towards a characteristically modernist scepticism about the efficacy of collective action. What are the 
political implications of predicating “the people” on alterity? Is such a turn a dereliction of the 
commitment to emancipatory politics or in fact a means to revitalise it? It will be suggested that Franz 
Kafka’s last story, “Josefine, the Singer or the Mouse People [Josefine, die Sängerin oder das Volk der 
Mäuse]”, answers compellingly to these questions. 
 
 
Wayne Stables is currently a Research Fellow in comparative literature at the University of the 
Witwatersrand (South Africa), where he is completing a book on gesture and modernist literature. His 






Institute of Art of the Polish Academy of Sciences, Poland 
 
“A Very up-to-date Theatre Exhibition”? A Study of Conceptual and  
Comprehension Crisis 
 
In the autumn of 1913 in the exhibition rooms of the Warsaw Society for the Encouragement of Fine 
Arts people could see a spectacular, considering the conditions existed in the Russian-governed part of 
Poland, Exhibition of the Modern Stage Painting, a spectacular event, considering the conditions that 
existed in the then Russian-governed part of Poland. The project — the first important confrontation of 
a Polish audience with the achievements of the Great Theatre Reform and its masters — was 
commonly considered as a moment in “the curtain call of modernity”, namely in the story of the Polish 
stage design or, more widely, in the story of Polish Theatre. This presentation will attempt to answer 
many important questions about the origin and the reception of this “Splendid little Exhibition” — an 
enterprise placed at the verge of historic caesura of the universal range, at the brink of modern “Rites 
of Spring”, at the junction of two epochs, of which the cultural languages were overlapped. This 
analysis demonstrates the situation of the cognitive crisis, the implosion of concepts and the loss of 
comprehension and judgement of the current artistic situation. It reveals the communication problem 
containing the layers of reluctance and misunderstandings and hiding a start of future disputes on the 
programmes and competences which are to be revealed in full wing shortly after the Great War. It 
recounts of the artists confused in the above circumstances and of the art which in that very moment 
barely negotiated the scale of its excess.  
 
 
Joanna Stacewicz-Podlipska, PhD, is assistant professor at the Institute of Art of the Polish Academy of 
Sciences. She is a graduate of MA studies at the Institute of Art History of the University of Warsaw 
(honours degree, 2006) and doctoral studies at the Institute of Art of the Polish Academy of Sciences 
(2011). She is the author of books: I was free as a bird: on the life and art of Teresa Roszkowska (2012), 
Before and after "The Great Tomorrow? Zachęta and the exhibitions of stage design (2019) and co-editor 
(together with Ewa Partyga, PhD) of the Lights in all directions. The works dedicated to Professor Lidia 
Kuchtówna (2019). I have published numerous scientific articles (among others in Pamiętnik Teatralny, 
Kwartalnik Filmowy and Konteksty) on the history of Polish stage design and the relationship between 






University of Ghent, Belgium 
 
Save the Last Dance for Me: Retrieving a Corporeal History from Dada (Dance) Archival Material. 
 
In the recent joint publication "Performing with the Masquerade” (2019), Sophie Doutreligne and I 
aimed for a “corporeal reconstitution” (Irigaray 2002, 197) of Sophie Taeuber’s (dance) performances. In 
this contribution, I proceed with the ambition to retrieve a corporeal history from Dada (dance) archival 
material. Aby Warburg’s critical iconology will be a source of inspiration for this, as I transpose his 
concept of the pathos formula to the (rare) body images of Sophie Taeuber dancing. First, I will bring in 
the level of Taeuber’s (dance) training with Rudolf von Laban. Laban’s differentiated range of dynamic 
expressions correspond to mimetic poses, echoing Warburg’s observations that mimic Gestus enables a 
viewer to imagine a body’s locomotion or a gestural event from a static image. Second, I consider 
Taeuber’s dance costume as “mobile accessories” (bewegtes Beiwerk), with its texture and materiality 
creating powerfully expressive locomotive a/effects. Third, I observe how the tensions in the pathos 
formula constitute what Warburg called “energetic inversions.” Of particular interest here is how the 
gendered meaning of gestures might shift in the pathos formula, while the shape and the intensity 
remain the same. In this way, the static image of Sophie Taeuber performing is encountered as “an 
archive of intensities,” a meeting point of the inside and the outside (Didi-Huberman).  
 
 
Christel Stalpaert is Professor of Performing and Media Art Studies at the Art Studies Dept. of Ghent 
University (Belgium). She is co-director of the research centre S:PAM (Studies in Performing Arts and 
Media). Her main areas of research are theatre, performance, dance and media art (since 1890) at the 
meeting-point of philosophy. She recently edited Unfolding Spectatorship: Shifting Political, Ethical and 
Intermedial Positions (with Katharina Pewny and Jeroen Coppens, 2016) and The Choreopolitics of Alain 






Lithuanian Academy of Music and Theatre, Lithuania 
 
The Velvet Curtain. Trauma Aesthetics and Lithuanian Musical Imagination in the Post-Communist Era 
 
In post-communist societies, the period of transition from a totalitarian state to the European political 
and economic space had a stimulating effect on cultural imagination, nourished by the idea of the 
European community. At the same time, it challenged established views on a common European past 
and its geo-cultural boundaries. Between 1989 and 2004, the political processes of transition were 
reflected in diverse works of art and cultural events. In the context of conflicting images of European 
identity and solidarity — from assertive euro-euphoria to traumas created by the experience of 
otherness — Europe’s present and past have been intensely articulated in the artistic discourse.  
 
This paper aims to give a broader understanding of Lithuanian music’s contribution to the formation 
and transformation of historical and cultural images of and narratives about European identities after 
the end of the Cold War. Relying upon modern conceptions and theorisations of trauma and 
investigating musical practices through trauma aesthetics, my intention is to explore post-communist 
musical imagination in Lithuania and its international reception through the analysis of assembled case 
studies and musical criticism. In addition, I aim to discuss how individual artistic expressions of 
belonging to or exclusion from the European past and present were included or rejected in critical 
discourses and cultural exchange on both sides of the "Velvet Curtain”, a metaphor for the post-
communist state, an invisible yet palpable divide separating “Old Europe” and “New Europe” in the 
period of eastern enlargement of the European Union at the turn of the 21st century. 
 
 
Rūta Stanevičiūtė is a full professor at the Lithuanian Academy of Music and Theatre. Her current fields 
of interest are modernism and nationalism in 20–21-c. music, philosophical and cultural issues in the 
analysis of contemporary music, music and politics, and the study of music reception. She is the author 
of the book The Figures of Modernity. The International Society for Contemporary Music and the Spread 
of Musical Modernism in Lithuania (in Lithuanian, 2015) and co-author of the book Nylon Curtain. Cold 
War, International Exchange and Lithuanian Music (in Lithuanian, 2018). She also edited and co-edited 
14 collections of articles on twentieth- and twenty-first-century musical culture, music philosophy and 
the history of music reception. Recently she co-edited the collective volumes, Of Essence and Context. 
Between Music and Philosophy (Springer 2019) and Microtonal Music in Central and Eastern Europe: 
Historical Outlines and Current Practices (Ljubljana University Press 2020, forthcoming). From 2005–10, 
she served as a chair of the Musicological section at the Lithuania Composers’ Union. She is a member 
of the IMS (International Musicological Society) study groups “Music and Cultural Studies”, and 





University of Iceland, Iceland 
 
Performing Geochronology and Ritualistic Texts. On the Esoterics of the Micropress in the 
Anthropocene  
 
Is there space for literature as we know it in the anthropocene, when human-made climate change 
threatens our existence and foreshadows the end of the world as we know it? In which way does the 
literary system change under the monopoly of big publishers that flood the book market with their 
mass-produced products, just like the planet is flooded by humanity's extreme consumerism? As an 
answer to this flood, more and more micropresses appear across the Nordic countries, going against 
the mainstream with changed views of literature, book publishing and the book. Some of these are 
strongly marked by an anthropocene thinking and work thematically, as well as practically within an 
ecocritical framework. This activism reflects a general activistic spirit which characterises the practice of 
micropresses. Ecocritical thought is present at different levels in the activities of many micropresses, 
such as in the choice of works, materials, their aesthetics, performances and publishing practices. These 
tend to reflect a new epistemological crisis and a return to some of the ideas found in 
Naturphilosophie, animism and esoteric practices. From nature-religious documents and ritualistic texts 
to multispecies festivities, human-frog marriages, queer ant performances and chatting with trees, from 
geochronological rituals, oceanic healing and transcorporeality to hydrofeminism. Crisis is also 
expressed through sickness of the individual, society and language. These symptoms are treated with 
alternative remedies offered in the form of a word pharmacy, healing writing practices and a language 
hospital. The feeling of interconnectedness leads to attempts to become one with the ocean or to tune 
into the phases of the Moon. With these and other examples of micropress activities in the Nordic 
countries during the last decade, I will illustrate the new movement in contemporary avant-garde 
expressions dealing with ecological crises.  
 
 
Ana Stanićević is a PhD student of Cultural Studies at the University of Iceland. Her dissertation topic is 
the Nordic small press in the 21st century. Ana has a masters in Nordic studies from the University of 
Iceland, where she has been teaching modern Icelandic as a second language. Ana is a philologist of 
Scandinavian languages and literatures from the University of Belgrade, where she taught modern 
Norwegian as a second language. Ana is also a translator between the Nordic languages and her 





University of Sydney, Australia 
 
Out of Work in the 70s: How Conceptual Art Brought the Crisis Home 
 
In the three decades since his death, Ian Burn has become something of a model for the political 
legacy of Conceptual Art, as a result of his writing and activism. Burn’s dark polemic, entitled “The Art 
Market: Affluence and Degradation” published in Artforum in 1975 described how the crisis in the 
international art market had led to “thousands upon thousands of artists in all corners of the modern 
art empire tackling American Formalism in the belief that it is the one ‘true art’.” His description of the 
artist's plight in a world of ceaseless innovation and manipulated markets would have major 
implications, escalating rifts within Art & Language, eventually ending both its New York cell, and Burn’s 
thirteen years in exile 
 
Like the rest of the western world in 1977, Australia was in the grip of an economic recession, with high 
inflation and high unemployment when Burn returned home. When the conservative government 
introduced a raft of repressive laws it fanned a wave of activism across industrial, Indigenous and social 
liberation movements. In this context Burn set out to test the limits of the “politicalisation” of 
Conceptual Art through union work and writing. By 1981, for the inaugural issue of Art and Text he 
dissected how Conceptual Art had driven a wedge through late modernism, in an essay titled, “The 
1960s: Crisis and Aftermath.” He described himself as “an ex-Conceptual artist” and identified one of its 
major impacts as “deskilling”. My paper will give quite a personal account of how an artist whose 
painting practice ended as he shifted from Minimal to Conceptual Art, addressed this crisis.   
 
Ann Stephen, PhD, FAHA, is an art historian and Senior Curator, Art, The University of Sydney. Her 
more recent books include Bauhaus Diaspora and Beyond: Transforming Education through Art, Design 
and Architecture, with Philip Goad, Andrew McNamara, Harriet Edquist and Isabel Wunsche, 2019; Jacky 
Redgate: Mirrors, with Robert Leonard, 2016; Modern times: The untold story of modernism in Australia, 
with Goad and McNamara, 2008; On Looking at Looking: The art and politics of Ian Burn, 2006; 
Modernism & Australia: Documents on Art, Design and Architecture 1917-1967, with Goad and 
McNamara, 2006; Visions of a Republic: The work of Lucien Henry, 2001. She is currently on the Scientific 
Committee, European Network for Avant-garde and Modernism Studies (EAM) and Chair and Director, 





Liverpool University Suzhou, China 
 
A Model of Architectural “Avant-Garde” Agency: Intra-active Crisis Narration 
 
This paper proposes and discusses an architectural “avant-garde” agency model causing, deriving from, 
thus entangled with enacted crisis narrations, narratives that cut apart pastfuture towards imaginary 
prospects within/from the architectural discipline. 
 
The first section concentrates on the architectural “avant-garde” agency idea through a selected matrix 
of classic (Anglophone and translated) Western European architectural histories and theories, and 
specifically Italian ones of the nineteen-sixties and seventies (Leonardo Benevolo 1960/1971;[i] Andrea 
Branzi 1972/2013;[ii] Manfredo Tafuri 1968/1980,[iii] 1969/1998[iv], 1973/1976, [v] 1976/1979[vi]). It 
elaborates their pastfuture crisis-driven ontology and the political source of their reflections, objectives 
and character, that stands separate to language-formal driven ones as well as to the architectural 
“avant-garde” empty signifier of the slipshod framework in which the term appears in architectural 
literature. 
 
The second section elaborates a deriving from the above architectural “avant-garde" agency model as 
intra-active crisis narration. Supported by Barad’s axes of diffraction and spacetimemattering, it aims to 
create a genealogical and a navigational tool of insights to the architectural “avant-garde,” the 
politically driven one, within the Italian context of the period, offering insight about the way in which 
such agency offers a generalising model for the architectural “avant-garde.” 
  
The paper will pursue within its limited space an outline of an architectural "avant-garde" intra-active 
agency that is based on and enabled by a selected terminological historiography of architectural 
“avant-gardes,” and is supported by the agential model (Barad 2007). 
 
[i] Leonardo Benevolo, Storia Dell’Architettura Moderna (Bari: Laterza & Figli, 1960). First English translation from the third 
revised 1966 Italian edition: History of Modern Architecture (London: Routledge and Kegan Paul, 1971). 
[ii] Andrea Branzi, ‘La Gioconda Sbarbata. Il Ruolo Dell’Avanguardia.’ Casabella 363 (March 1972): 27-33; ‘L’Africa è Vicina. Il 
Ruolo Dell’Avanguardia.’  Casabella 364 (April 1972): 31-38; ‘Abitare è Facile. Il Ruolo Dell’Avanguardia.’  Casabella 365 (May 
1972): 35-40. English translations in Alex Coles and Catharine Rossi, eds., The Italian Avant-Garde. 1968-1976 (Berlin: Sternberg 
Press, 2013), pp.180-99. 
[iii] Manfredo Tafuri, Teorie E Storia Dell’' Architettura (Bari: Laterza & Figli; 1968). English translation: Theories and History of 
Architecture (London: Granada, 1980). 
 
 
Lina Stergiou is an architect, researcher, writer and associate professor, working at the intersection of 
architectural and cultural theory and studies, studying the architectural “avant-garde" from a 
terminological perspective from 2007, both through her Ph.D thesis and subsequent research grants 
and archival work. Editor of two books and of a forthcoming one on a terminologically-driven 
conception of architectural “avant-garde,” her work is the recipient of a Princeton University Fellowship, 




Russian State Archive of Literature and Arts, Russia 
 
Crisis Sources and Anti-Crisis Practices of the Russian Avant-Garde: Institutional Engineering (1917-
1928) 
 
The report is based on archival documents and analyses the experience of a group of Russian avant-
garde artists engaged in cultural engineering in Russia during the first years after the Revolution of 1917 
and their participation in the so-called People’s Commissariat for Education to create new cultural 
institutions such as museums, schools and scientific institutes. I will focus on how the intellectual and 
aesthetic project of reforming the country’s whole artistic culture, pursued by underground artists in 
the context of the political and sociocultural crisis, received the support of the new Soviet authorities. It 
was an exceptional case when both artistic and administrative resources were under artists’ control and 
the new, modern art was included in the state programme of cultural and social transformations. There 
was no other new socially active artistic movement in Europe at the beginning of the 20th century which 
succeeded in bringing to life their projects using local governmental institutions. 
 
The practical experience of this group of Russian Avant-garde artists was absolutely pathbreaking. It 
was born of a crisis of culture and a crisis of the social and political system, transformed by the process 
of institutional implementation, and culminated in a crisis of ideological discourse and the inevitable 
flexing of political muscle. But the period of collaboration between artists and the Soviet authorities 
cannot be dismissed as utopian as it had a serious outcome: new forms of artistic education and 
museum design were established, a new generation of artists appeared, contemporary art collections 
were gathered according to new methods of scientific research and represented in the best national 
museums. 
 
Thus, the origins of the Russian Avant-garde in crisis and its subsequent anti-crisis practices are 
ambivalent in nature: the crisis gave birth to creative life and new institutional forms of art. Captured in 
political institutes, art itself ended up in crisis, but after all its mutations remained an important part of 
the holistic cultural framework. To study institutional practices of the Russian Avant-garde artists and 
their collaboration with the Soviet authorities as well as the crisis moments of that union, I have 
researched and analysed of a whole set of archival documents including the poorly explored ones.   
 
 
Natalya Strizhkova was born and educated in Russia. Based in Moscow, she is a specialist in the history 
of Soviet culture, culture under totalitarian rule and archival documents. Having graduated first from 
the Faculty of History at the Humanitarian University, she received herepostgraduate education at The 
Institute of Russian History of the Russian Academy of Sciences, and has a degree in Cultural History. 
She completed her PhD research as a scholar at the Ural Federal University with a thesis titled 
‘Institutional modernization of artistic culture in the USSR in 1917-1929: collaboration between Russian 
Avant-Garde Artists and Soviet authorities ’. From 2006-2018 she worked for the Russian State Archive 
of Literature and Art. She has worked as a managing editor, author-compiler and curator of more than 
20 books such as Vladimir Mayakovsky. Full Documentary,  Soviet Art Avant-garde. Collection of 
Inscriptions from the Russian State Archive of Literature and Art, Olga Bergholz. Diaries in 4 volumes, 
1923-1971. In 2015 she was awarded a grand prix at the annual “ Book of the Year” competition with the 
book Olga Bergholz. Blockade Diary. 1940-1945. She is currently working on Artist and Soviet Authorities.  
Engineering of a New Art Culture (co-authored with Andrey Sarabyanov), due to be published in 2020 




Polish Academy of Sciences, Poland, Staatliche Kunstsammlungen Dresden, Germany 
 
Boston in Warsaw. Avant-garde Responses to the Sacco-Vanzetti Case and Political Crisis after 1927 
 
“The Sacco and Vanzetti case” refers to the killing of two Italian anarchists: Nicola Sacco and 
Bartolomeo Vanzetti, who were living in Massachusetts, were tried for a fatal bank robbery, and 
executed in 1927. Their execution represented an ideal issue to polarise the international class struggle. 
Upton Sinclair wrote the book Boston as a direct response to it. The case was also commented on in 
Andre Breton’s Nadja, and gained numerous critical responses in avant-garde magazines and 
communist publications in Central and Eastern Europe including the German AIZ, the Czechoslovakian 
magazine ReD, and the Hungarian Munka. From 1927, many photo-montages were created on this 
topic by Polish left-wing avant-garde artists such as Mieczysław Berman Sacco-Vanzetti (1928), or 
Mieczysław Choynowski Ameryka (1932). Ex-Futurist Bruno Jasieński also drafted an avant-garde poem 
to honour their death in To the French proletariat. In 1933 there was an avant-garde staging of the 
Sacco and Vanzetti case in a play titled Boston in the Teatr Żeromskiego in Warsaw with an 
experimental stage design by Szymon Syrkus. In my paper I intend to concentrate my analysis on this 
specific theatre production, weighed against other avant-garde responses to the Sacco and Vanzetti 
case. Paying close attention to this case in particular, as observed through the lens of “avant-garde 
responses,” will enable me to trace transnational artistic approaches to global political crises and 
transnational calls for the battle over worker rights at the end of 1920s. 
 
 
Przemysław Strożek is an Assistant Professor at the Institute of Art of the Polish Academy of Sciences 
and Associate Researcher at the Archiv der Avant-garden, Staatliche Kunstsammlungen Dresden. He 
researches the history of global avant-garde in an international context. As a freelance curator and 
author he worked on the avant-garde and sports, German Dadaism, Enrico Prampolini, the reception of 
Italian Futurism in Poland and Egypt, and global modern art. His recent research and exhibition project 





Jagiellonian University, Poland 
 
(Re)Telling the Founding Myths of the Moderns: To Finish with Biopolitics 
 
The paper will have a closer look at three recent novels, which return to a moment in the early 19th 
century when new fabulations of Man were born, and found their well-known shape in Mary Shelley’s 
novel Frankenstein and Johann Wolfgang Goethe’s play Faust. Whereas Thea Dorn in her Die 
Unglueckseligen (2016) and Jeanette Winterson in Frankenkissstein (2019) set their (re)tellings 
simultaneously in the time of Goethe and Shelley and in the context of today’s cutting-edge genetic 
engineering in the US and public debates around AI in Brexit Britain respectively, Ahmed Saadawi in his 
Frankenstein in Baghdad (2014 in Arabic, 2018 in English) choose a politically important and topical 
setting in the eponymous Baghdad. In all three however, both founding myths of the Moderns are 
performed in such a ways as to subvert their (hetero)normative understanding of Man, on which the 
idea of bare life and biopolitics as well as of the (universal) body have been premised. 
 
The framework for the paper is provided by the current critical approaches of Black feminists theories 
to the concepts of Man and biopolitics inherited from modernity. Taking Alexander Wehelyie’s 
approach to these issues in his Habeas Viscus (2014) as its starting point, the paper looks into the way 
the aforementioned novels rectify the shortcomings of these modern myths, trying to introduce new 
categories of Human, flesh, and racialising assemblages of subjection in the fundamental modes of 
analysing and imagining of the Moderns in order to demonstrate agency and resistance in different, 
heretofore unknown ways.  
 
 
Małgorzata Sugiera, PhD is a Full Professor at Jagiellonian University in Kraków, Poland, and the Head 
of Department for Performativity Studies. Her main research fields are performativity theories, cultural 
studies, and decolonisation studies. Her research concentrates on performative arts and memory, 
gender and queer studies as well as performativity and materiality, particularly in the context of the 
history of science. She has published twelve monographs in Polish, the most recent of which are 
Nieludzie. Donosy ze sztucznych natur (Non-humans. Reports from Nonnatural Natures, 2015) and, 
together with Mateusz Borowski, W pułapce przeciwieństw. Ideologie tożsamości (In the Trap of 
Opposites. Ideologies of Identity, 2012) and Sztuczne natury. Performanse technonauki i sztuki (Artificial 
Natures: Performances of Technoscience and Arts, 2017). She has co-edited four books in English and 
German: Fictional Realities / Real Fictions. Contemporary Theatre in Search of a New Mimetic Paradigm 
(2007), Theater spielen und denken. Polnische Texte des 20. Jahrhunderts (2008), Worlds in Words: 
Storytelling in Contemporary Theatre and Playwriting (2010), and Emerging Affinities: Possible Futures of 





Willamette University, USA 
 
Óscar Domínguez and the Iconography of Surrealist Subversion 
 
This paper and illustrated presentation demonstrate how surrealism extended its aesthetic sabotage 
tactics into the realm of its visual art production through an extended case study of artworks in 
different media from the 1930s by the Spanish surrealist Óscar Domínguez, all of which represent 
scenes of work or work tool dysfunctionality and interference. I claim that the surrealist subversion of 
disciplined, rationalised labor in their performative theory of automatism is expanded and adapted by 
Domínguez into a form of imaginative transformation of the work tool in European surrealist visual art 
during the period in which surrealism turns away from attempted collaboration with the PCF and 
towards temporary partnership with Leon Trotsky’s Fourth International. I situate my analysis of 
Domínguez’s representations of work tools in the context of surrealism’s final overtures to the PCF and 
its participation in early Popular Front protests against fascism in 1934—as well as the June Strikes that 
shook France in 1936, just as the Spanish Civil war was about to erupt. This contextual framing anchors 
my argument that Domínguez’s preoccupation with representing the subverted work tool during the 
1930s can be seen as part of a simultaneous surrealist critique of Stalinist and fascist ideologies of 
productivism and authoritarianism through a celebration of worker and artist autonomy and self-
management (autogestion) via artistic themes of autoeroticism and occasionally autodestruction. The 
final portion of my presentation consists of an extended iconographic and contextual reading of 
Domínguez’s painting Machine à coudre électro-sexuelle (1934–35). Undertaking a lengthy formal 
analysis of this oil on canvas, I reveal the presence of a quasi-covert set of sexual references about 
women’s sewing machine work, which are in turn corroborated by my investigation of a surprisingly 
substantial nineteenth-century historical discourse tied to the garment industry and domestic labor 
about the sewing machine as an involuntary autoerotic device for the secondary labor force of hyper-
exploited female workers. 
 
 
Abigail Susik is Associate Professor of Art History at Willamette University and co-editor of the 
forthcoming book issued by Manchester University Press, Surrealism and Film after 1945: Absolutely 
Modern Mysteries. She is co-curator of the exhibition “Alan Glass: Surrealism’s Secret” at the Leeds Arts 
University in 2020, and the author of numerous published articles on surrealism, including contributions 
to Surrealism, Science Fiction and Comics (Liverpool University Press, 2015), Blackwell Companion to 
Dada and Surrealism (Wiley-Blackwell, 2016), Time and Temporality in Literary Modernism (Leuven 
University Press, 2016), Leonora Carrington and the International Avant-Garde (Manchester University 
Press, 2017), The International Encyclopedia of Surrealism (Bloomsbury Press, 2019), Cambridge Critical 
Concepts: Surrealism (forthcoming on Cambridge University Press), and Global Surrealism (forthcoming 
from Tate Modern; Metropolitan Museum of Art). Susik is a founding board member of the 
International Study for the Society of Surrealism and co-organiser of its 2018 and 2019 conferences. Her 





University of Edinburgh, Scotland 
 
Woolf with Lacan: Explorations of the Crisis of a Failure in Collective Mourning. 
 
This proposal will draw primarily on Woolf’s modernist text To The Lighthouse, expanded by citations 
from other works by Woolf, to present a Lacanian reading of themes central to Woolf’s concerns such 
as loss, mourning, melancholia. Beyond the individual experiences of the author (To The Lighthouse is 
focused on the death of Woolf’s mother), her work, in its historical context and resonance has the 
power to represent the problematics of mourning on a wider, historic scale. The aftermath of the Great 
War, and its challenge to the collective psyche of mourning the vast numbers of dead, presents a world 
in crisis. I propose to examine the idea that a crisis is best  grasped through an understanding of the 
psychological changes it induces in individuals and groups; and that Woolf as a modernist artist is able 
to give a particular aesthetic shape to the crisis of overwhelming loss brought about by individual grief 
and the global events of 1914-18. That shape allows us to perceive and identify the effects of crisis on 
the human mind. Selected Lacanian concepts provide an optics allowing us to understand the psychical 
structures at play in the crisis of mourning presented by Woolf, and the links these structures enjoy 
with the aesthetic symbolism in To The Lighthouse. I aim to demonstrate that Woolf’s foregrounding of 
the process of painting, the symbol of the lighthouse and the light, the seascape and the interpersonal 
links between characters are all representations enmeshed in the theme of crisis. Lacan’s theories on 
painting, the gaze, the phallus, the object and the intervention of the symbolic register, dovetail with 
this aesthetic and expand our understanding of universal psychical structures which, on reflection, 
provoke our recognition of what constitutes a crisis. Can there ever be no crisis? This is a idea I also 
hope to broach. 
 
 
Katharine Swarbrick is lecturer in French at the University of Edinburgh UK and specialises in Lacanian 
theory. She has worked on a range of French authors and movements of the 18th and 20th centuries 
including the Neo-Avant-Garde, Rousseau, Harpman, Darrieussecq and Woolf. Her contributions to 
Avant-garde studies include the article “Gender trouble? Body trouble?” in Neo-Avant-Garde, Avant-
Garde Critical Studies 20, Rodophi 2006, ed. David Hopkins. Recent articles relating to Woolf include 
“Lacanian Orlando”, Contradictory Woolf. Selected papers form the 21st Annual International Conference 
on Virginia Woolf, Clemson University Digital Press, 2012; and “The language of the Other in Between 





University of Turku, Finland 
 
Cultural Crisis on Stage: Hugo Ball’s Expressionist Theatre  
 
Hugo Ball is mainly known as the founder of Cabaret Voltaire and the Dadaistic movement in Zurich. 
Less is known about Ball’s activities before the First World War. He studied philosophy in Heidelberg 
und Munich from 1906 until early 1910. In 1910, he was working on a dissertation draft with the title 
Nietzsche in Basel. The project was, however, left unfinished since he moved to Berlin to study theatre 
at Max Reinhardt’s academy. He worked as the dramaturg of the Münchner Kammerspiele from 1912 to 
1914 and was planning to open a “Neues Theater” together with Expressionists artists such as Wassily 
Kandinsky and Franz Marc. 
 
My paper focuses on Ball’s pre-war writings on the Expressionist theatre as well as his artistic practice 
before the First World War. According to biographer Philip Mann, the common thread in Ball’s various 
activities and ideological backgrounds is the notion of cultural crisis in European society at the turn of 
the century. I will follow Mann’s concept of crisis as the theoretical basis of Ball’s artistic work. My aim is 
to analyse the Nietzschean influence on his theatrical theory and the way his artistic activities reflect the 
idea of cultural crisis. 
 
 
Essi Syrén (MA) is a doctoral student in art history at the University of Turku in Finland. Her dissertation 
discusses the destructive aspects of the German avant-garde in the beginning of the 20th century. Her 
main research interests include theories of modernity and the avant-garde and the German avant-





University of Warwick, England 
 
The Unfulfilled Task of History: Reading Crisis as Self-Reflexive Performance in Virginia Woolf’s Between 
the Acts 
 
This paper will read the modernist understanding of crisis as the literary opportunity for intervention in 
the understanding of history. The phenomenologist Edmund Husserl’s bifurcation between scientific 
and psychological modes of thematising the lived significance of the lifeworld in his late text The Crisis 
of European Sciences and Transcendental Philosophy (1936) constitutes an important philosophical 
intertext for understanding Modernism’s investment in the immersion of consciousness in phenomenal 
reality as constituted by time in the face of the erosion of hegemonic narratives of progress. However, I 
wish to explore how the mode of crisis precipitates a reading of aesthetic form as both historically 
extreme and fragmentary. This allows us to understand Theodor Adorno’s claim that “the idea of a 
moderate modernism is self-contradictory because it restrains aesthetic rationality” (Aesthetic Theory 
35). For Adorno and Walter Benjamin, the existence of the artwork is necessitated by critique as an 
evocation of crisis born out of the loss of tradition and the impotence of social vision. By developing 
this philosophical position and how it foregrounds the literary potentialities of a “poetics of 
incommensurability”, I will argue for a reading of Virginia Woolf’s last novel Between the Acts (1941) as a 
powerful representation of historical self-reflexivity in the mode of crisis. I argue that this crisis is 
highlighted through the tension between belief in the emancipatory power of art to re-cover and 
remember historical violence and repression, and an inchoate sense of mourning which cannot 
articulate a subjective position apart from the failures of patriarchal tradition. This reading will allow me 
to contextualise the novel’s unique use of dramatic form in relation to Woolf’s committed critique of 
ideology, which she explores in her other works, and enable an exploration of how modernist art 
thematises crisis as both interpretive interruption and stylistic rupture. 
 
 
Ian Tan is a PhD candidate in English at the University of Warwick, focusing on the poetry of Wallace 
Stevens and philosophy. He is interested in modern and contemporary fiction and the relationship 
between literature, philosophy and film, and has written and spoken widely on these topics. His essays 
and reviews on Wallace Stevens, James Joyce, Flann O’Brien and directors such as Bela Tarr and 
Alexander Sokurov appear in the pages of the Journal of Modern Literature, The Wallace Stevens 
Journal, Exchanges: An Interdisciplinary Research Journal, Literary Imagination, Studies in European 





Leeds Trinity University, England 
 
Modernist Translation and the Crisis of Languages: T.S. Eliot and Anabasis 
 
We are used to hearing about the “crisis of language” inherent to modernism, but to what extent 
should we in fact be considering this as a crisis of languages? The plurality of language is intrinsic to 
much experimentation by modernist writers, not least T.S. Eliot, whose The Waste Land uses 
multilingualism to evoke a world in crisis. The Waste Land famously “shores” the “fragments" of its 
languages against “ruins”, but for Eliot, does linguistic plurality constitute the cause of the crisis or its 
possible solution? 
 
This paper will consider these questions in relation to Eliot’s work as a translator of St. John Perse’s 
poem Anabase. On the one hand, for Eliot, engagement with languages was integral to a cosmopolitan 
engagement with the idea of Europe. On the other, however, he was plagued by a sense of 
untranslatability at every turn, from the “feeble translations” provided in the endnotes to The Waste 
Land to the constant revisions (and difficulty) he experienced in translating Anabase. In a letter to Perse 
defending his creative choices, Eliot argued that “a translation must be made globalement, by loading 
in one place to compensate for an impoverishment in another place!” Perse, however, returns Eliot’s 
typescript covered in corrections and alternative translations. This sets in motion a series of textual 
metamorphoses, with editions produced in 1930, 1938, 1949 and 1959 – each more literal than before, 
but supported by an expanding number of paratextual materials that, I argue, begin to compensate for 
the limitations of the translation itself.  
 
Eliot’s work on Anabasis has received very little critical scrutiny. I will argue for its importance to his 
oeuvre and for understanding how modernism engaged with the idea of untranslatability. Although 
Anabasis might seem to indicate a sense of translational failure, I will demonstrate that it nonetheless 
presents redemptive possibilities for linguistic plurality, and interesting (often paratextual) solutions for 
the crisis of languages.  
 
 
Juliette Taylor-Batty is Senior Lecturer in English at Leeds Trinity University. She is the author of 
Multilingualism in Modernist Fiction (Palgrave Macmillan, 2013) and published articles and chapters on 
Jean Rhys, Eugene Jolas, James Joyce, Samuel Beckett, Vladimir Nabokov, and Salman Rushdie. She is 
co-author (with Mark Taylor-Batty) of Samuel Beckett’s Waiting for Godot (Continuum, 2009). Her 
current book project examines the relationship between modernist writers’ work as translators and their 
“original” writing, with specific focus on the explicit use of translation for compositional purposes, 





Universidade Nova de Lisboa, Portugal 
 
Crisis as a Catalyst for Artistic and Pedagogical Transformation: the Cases of Lygia Pape and Celeida 
Tostes  
 
In the mid-1960s, a profound crisis took place in the Brazilian art scene. The ecology of Brazilian 
Modern Art was consolidated in large urban centres with museums and collections, in specialised 
commercial galleries in both São Paulo and Rio de Janeiro and through the role of the critic and 
specific art publications, but changes were established both in the realm of artistic practices in its 
internal logic (such as the exhaustion of vocabulary and modernist ideals) and in the political and 
economic context in Brazil due to the outbreak of the military dictatorship and the strengthening of a 
consumer society, leading to the foundation of a cultural market. These macro transformations also 
impacted the field of art education as the paradigm of the arts was in transition and affected its 
methods of transmission. This shifting period opened new perspectives of experimentation as we can 
see in the trajectory of many artists who were challenging traditional media and materials as well as 
pedagogical methodologies in art practice. 
 
This paper aims to analyse the questioning of the potential social transformation of art in the blurred 
boundaries between the artistic practices and teaching of Lygia Pape and Celeida Tostes during the 
worst period of dictatorship in Brazil (1968/1980). The investigation relies on Lygia Pape’s classes 
“beyond-tunnel” and the ambulations for students of architecture in the Faculty Santa Úrsula in the 
mid-1970s, while also examining her works that expand the notion of space, people and politics, 
alongside Celeida Toste’s experiments with ceramics and clay both at Parque Lage Art School and 
Favela Morro da Mangueira. My focus lies on the potential of experimentation, resistance and adversity 
that these pedagogical projects bring, in order to enrich the discussion about art and crisis.  
 
 
Cristiana Tejo is an independent Brazilian curator who holds a PhD in Sociology (UFPE) and a masters 
degree in Communication from UFPE. She is an integrated member of the Contemporary Art cluster of 
Instituto de História da Arte of Universidade Nova de Lisboa and Researcher of the Project Artists and 
Radical Education in Latin America: 1960s/1970s supported by Foundation for Science and Technology 
of Portugal. She was the co-founder of Espaço Fonte – Center of Art Investigation and co-curated the 
32nd Panorama of Arte Brasileira, MAM-SP (2011). She is the former director of MAMAM, in Recife 
(2007-2008), and was the curator of Rumos Artes Visuais of Itaú Cultural (2005-2006). She was curator 
of the special room of Paulo Bruscky at Havana’s Biennial (2009). Cristiana has taken part in many juries 
such as BACA (Maastricht 2014), Prêmio Marcantônio Vilaça CNI-SESI (2006), Salão Arte Pará (2007), 
Salão de Arte of MAM-BA (2007) and Salão de Goiás (2006). She is a member of IKT – International 





Nottingham Trent University, UK 
 
Of Rust and Rubber: Rereading Forster’s Howards End  
 
This paper offers a re-reading of E. M. Forster’s Howards End (1910) in the light of contemporary work 
on the Anthropocene. It is almost twenty years since I published an article on “E. M. Forster and the 
Motor Car”, an article which formed the basis for a more extended discussion of Howards End in my 
2003 book, Moving Through Modernity. This paper revisits my thinking on the spatial and geographical 
themes I identified in that work, examining how they can be extended in new directions, particularly in 
the light of our current climate crisis. To do this I focus upon two materials that intrigued me when 
encountering the novel once again: dust and rubber. The paper will also draw upon recent work on the 
“new materialisms”, particularly that of Jane Bennett on “vibrant matter”, in order to analyse the 
importance of dust and rubber in Forster’s novel.  
 
 
Andrew Thacker is Professor of English Literature in the School of Arts & Humanities at Nottingham 
Trent University. His research looks at all areas of modernism and modernist culture, with a particular 
emphasis upon institutions of modernism such as magazines and bookshops. He has published many 
books and articles on modernism, including the monographs, Moving Through Modernity: Space and 
Geography in Modernism (2003) and The Imagist Poets (2011), and the edited / co-edited volumes, 
James Joyce's Dubliners (2006) and Geographies of Modernism (2005). He was co-director of the 
AHRC-funded Modernist Magazines Project which resulted in three volumes of essays for OUP, The 
Oxford Critical and Cultural History of Modernist Magazines. He is currently working on three projects: 
a monograph on Modernism, Space, and the City for Edinburgh University Press; a cultural history of 




University of Kent, UK 
 
Edgar Wind on Klee’s Illustrations for Voltaire’s Candide, and the Crisis of Existentialism. 
 
During 1952-53, at the height of the Cold War and McCarthyism, the philosopher and art historian 
Edgar Wind participated in several prominent events organised by the Congress for Cultural Freedom. 
In this context, he spoke publicly about Paul Klee, whom he thought epitomised the capricious 
marginality of modern art. In particular, Wind kept returning to the 26 pen and ink drawings that Klee 
had begun to make in 1911 to illustrate Voltaire’s picaresque and satirical novel Candide, ou l’optimisme 
(1759), which were finally published in 1920 by Kurt Wolff (Kafka’s publisher). Attracted by the 
“exquisitely spare and exact expression of the Frenchman’s style,” Klee had wanted to illustrate Candide 
“experimentally.” He confided in his diary that the project had psychological consequences: “I found 
many a weight was shifted, which previously had been in its proper place, as was indispensable to my 
equilibrium; perhaps I actually recovered my real self at this point…” 
  
In a speech given in Hamburg in 1953, Wind reflected on his own experience of exile from Germany in 
1933, remarking that to cling to beliefs that had become habitual was a form of madness, while the sign 
of freedom (“das Zeichen der Freiheit”) derives from the tendency for habitual behaviour to be 
disrupted (“dieses Durchbrechen der Gewohnheit”). Drawing on Pearce’s pragmatism, Wind saw crisis - 
“a condition of erratic activity” - as a test of freedom; a lesson that Candide’s tutor, Dr. Pangloss, had 
resolutely refused to learn, insisting in spite of repeated reversals that “all is for the best in the best of 
all possible worlds.” On the other hand, Wind was concerned about the influence of his former teacher 
Martin Heidegger’s philosophy on post-war existentialism, seeing it as another type of crisis: “a disease 
or epidemic”. Interestingly, Heidegger’s own convictions about art were challenged by the 
unanticipated effect that an exhibition of Klee’s art had on him in 1956. This paper will explore the 
interrelated experience of crisis of Wind, Heidegger and Klee. 
 
 
Ben Thomas is Reader in History of Art at the University of Kent. He is the author of Edgar Wind and 
Modern Art: In Defence of Marginal Anarchy (Bloomsbury, 2020), and of Humphrey Ocean (Royal 
Academy, 2019). In 2017 he was the co-curator of the Ashmolean Museum exhibition Raphael: The 






University College Cork, Ireland 
 
Is Non-Affirmative Painting a Type of Crisis in the Art Sphere?  
 
This paper investigates Michel Foucaultʼs reading of René Magritte in his 1968 book This is Not a Pipe?, 
enquiring specifically after the concept of non-affirmative painting that is deployed to define Magritteʼs 
practice. Non-affirmative painting breaks with the stability of identity affirmed in the classical mimetic 
regime of painting. It moves onto a terrain where linguistic signs and plastic elements are not 
separated but knit together (Foucault 1983: 53), where similitudes do not affirm the existence of that to 
which they bear likeness. The work of art no longer presents a stable world of meanings but the 
elements for meaning creation out of meaninglessness, contradictions and over-lappings.  
 
The paper pointedly reads this concept of non-affirmative art practice as crisis. The concept of crisis I 
specifically bring to bear is informed by Antonio Gramsciʼs writings on crisis in the political sphere. 
Gramsciʼs main innovative points in thinking crisis that are pertinent here are to think of crisis firstly “as 
a process rather than an event” (Filippini 2017: 91); secondly, as of “remote origins that, however, do not 
alone explain its subsequent development” (Ibid: 91), and lastly, as an opening onto the opportunity for 
struggle (Ibid: 89). Thus from the reading of non-affirmative practice as crisis we can move to think of 
the opportunities for intra-art and aesthetic struggle. This can give weight to the meaning of the 
vanguard present in the concept of avant-gardism.  
 
 
John Thompson is currently pursuing PhD research through the College of Arts, Celtic Studies & Social 
Sciences at University College Cork. His thesis is on the “Re-investigation of the Concept in Conceptual 
Art.” This re-investigation takes as its starting point Henry Flyntʼs 1963 statement that “Concept Art is an 
art where the materials are concepts.” Thus, he is launching a materialist investigation into Conceptual 
Art. He is co-curator of the Guesthouse Project and convenes their philosophy and aesthetics reading 
group. He also collaborates on artworks with Irish artist Catherine Harty, working primarily on sound 





University of Helsinki, Finland 
 
On an Avant-garde Ecology of Music  
 
In my presentation, I will focus on philosophical writings on music that contribute to the aim of both 
environmental and avant-garde art movements by reconsidering the relationship between human 
being and her environment, and what it means in terms of music. By the concept of “avant-garde 
ecology” I mean the way to understand and to compose music in which the relationship of art and the 
environment may appear in ecologically radical and forward-looking new ways. My presentation draws 
especially from the writings of economic philosopher Jacques Attali (b. 1943), acoustic ecologist and 
environmental activist R. Murray Schafer (b. 1933) and composer Pauline Oliveros (1932–2016). While 
Schafer is Canadian and Oliveros American, their conceptions of music are influenced by the theories 
of the European avant-garde. 
In the focus of my examination are history of avant-garde music and the experimental ethos, which 
both offer starting points to reconsider musical practices and a new ecological understanding for the 
concept of music. During the past hundred years, experimental practices in music have been exploring 
answers to the environmental crisis and the changing conditions of the reality. They have been aiming 
to find new connections to the environment and to build new ways of living and being in the world.  
It is not by coincidence that the change seeking ecological ethos in music ascends from the sphere of 
experimental art. Avant-garde art, of which experimental art is also part of, aims to question the given 
truths and to create novel principles to understand the world. Avant-garde art may work as a form of 
environmental activism, since it is based on a conviction, that art may change lives and establish new 
ways to be in the world. 
 
 
Tanja Tiekso is a PhD in musicology (2013, University of Helsinki) specialising in experimental music, 
musical modernism, Futurism, and art theory in general. She currently works as a postdoctoral 
researcher at the University of the Arts, Helsinki. Her current research project explores experimental 
composition and Deep Listening. She is the author of several articles and books. She is also the Finnish 





Pushkin State Museum of Fine Arts, Russia 
 
Ivan Kliun’s Shift from Suprematism to Purism as a Symptom of the Crisis of Abstract Painting in Russia 
in the Second Half of the 1920s  
 
A close friend of Kazimir Malevich, Ivan Kliun was one of the key figures in the ‘Supremus’ group. 
However, when at the Tenth State Exhibition in 1919 Malevich exhibited his new paintings from the 
“White on white” series and, along with Rodchenko and his “Black on black” series, announced that he 
had no longer any interest in colour in painting, Kliun took a stand against both of them and 
proclaimed his own art movement, which he called “Art of Colour”, thus undermining the binary 
opposition of “white” and “black” created by his colleagues. In the beginning of the 1920s, when 
Russian constructivists declared the death of painting, Kliun also stood against this idea. He believed 
that painting, particularly of the non-figurative kind, was not in crisis and had a bright future. During 
this period, he created a series of original compositions exploring the effects of colour and light. 
However, in 1925 he dedicated himself to figurative painting, which was strongly affected by French 
purism. Today the reasons for Kliun’s shift back to figurative art remain poorly explored. His 
motivations are typically described as having been social, political and economic in nature, but they 
seem to be even more complex, because when Kliun turned back to abstraction in the 1930s, he failed 
to develop a new style and never achieved the high artistic level of his own paintings of the 1920s. So, 
was Kliun’s shift to purism the logical outcome of his artistic development, or was it connected to an 
artistic crisis that he might have experienced as an abstract painter? Can we talk about the crisis of 
abstract painting in Russia in the second half of the 1920s in general, and, if we can, what do Kliun’s 
purist works can tell us about this crisis? How did the artist explain his new works, and how did they 
correspond to his art theory? MIght Kliun’s example also have affected Malevich, who decided to turn 
back to figurative painting at the end of the 1920s? These are the main questions that I am going to 
investigate in my report.  
 
 
Maria Timina has been working at the Pushkin State Museum of Fine Arts in Moscow as a lecturer and 
a guide since 2016. She is also a graduate student at Moscow State University (Faculty of History, 
Department of History of Russian art). She specialises in the art of the Russian avant-garde. Last year, 
during her practice at the Tretyakov Gallery, she took part in the preparation of an exhibition dedicated 
to the Museum of Pictorial Culture and helped to attribute and date paintings by Olga Rozanova for 
the exhibition. She is currently finishing her master’s thesis, which she will defend in May 2020. It is 
dedicated to the problem of colour in the theory and practice of Ivan Kliun. She worked with Kliun’s 
archives in the Tretyakov Gallery, in the Russian State Archive of Literature and Art and in the archive of 





National University of Singapore, China 
 
What is to be Done about Eastern Europe’s Neoliberal Identity Crisis? The Return of Agitprop in 
Romanian Postsocialist Culture? 
 
Romanian theatre has been in deep crisis since the anti-Communist revolution of 1989. Caught 
between former styles of expression indebted both to classical Russian and socialist realist forms, but 
also to autochthonous magical realism in the 1980s, current plays staged in national theatres across 
Romania bespeak of a rupture between East and West, where Western forms are clearly favoured, 
while “Eastern” ones are associated with socialism and are derided and vilified. In this context, it was 
interesting to see in the last couple of years that the staging of a 1980s Soviet dramatic text 
condemning corruption in late Soviet society enjoyed relative success. In this paper I analyse the 
staging of Lyudmila Razumovskaya’s play Dear Yelena Sergeyevna by contrasting it to its 1988 Russian 
film version directed by Eldar Ryazanov. I will argue that the same identity crisis present today in 
Romanian society befell most Communist states in late socialism, when a departure from the original 
goals of socialism and a slippage toward capitalism meant, for the older Communists of the early 
Soviet generations, not only ideological betrayal but a worrying tendency towards social inequality. This 
inequality has become more than actualised after thirty year of postsocialist transition, polarising a 
society forced to adapt to the ways of the West. If in the late 1980s the only resolution to the crisis 
seemed to come from a reinforcement of the egalitarian goals of Communism, I argue that, judging by 
the tendency to restage the play today, the only way out of this impasse is the use of agitprop to 
propagandise the same original values of Communism in full neoliberalism. In my argument I appeal to 
Groys’ theories of transmogrification of socialist realism into abstract art in the 1980s to show the 
similar process at play in Romanian culture today.  
 
 
Lucian Țion is a Theatre Studies PhD candidate in his fourth year at the National University of 
Singapore. His research experience includes East European cinema, Chinese cinema, and 
postcolonial/nationalism studies. His PhD thesis attempts to establish a contrast between East 
European and Chinese postsocialisms, as reflected in the works of New Romanian Cinema and the 5th 







Paul Valery: An Unlikely Avant-Garde Writer and the Sabotage of Populist Discourses  
 
Paul Valery’s career as a writer begins and ends with a crisis. The first crisis leads him to abandon 
poetry in the last decade of the 20th century, a critical time of fin-de-siècle; the last crisis overtakes him 
shortly before his death, when he is abandoned by his beloved Jeanne Voilier. Both crises are strictly 
personal; at the same time they provide the creative impulse for an enormous literary output, a real 
monument of more than 30 000 pages, spanning five decadees, two world wars, and at least two 
conflicting political ideologies.  
 
Valery is in many ways unique among his contemporaries because he did not impose an alternative 
ideology, he appeared as part of the establishment but nevertheless nourished an incredible variety in 
his rebellion against it; his characteristic wit and omnipresent irony were disguised in a way that made 
them decipherable only decades later. He wrote mostly essays on topics suggested by others and on 
events apart from his real interests; his rhetorical apparatus allowed him to be well-received by almost 
all, becoming a sort of a populist for the intelligentsia, and at the same time not to betray his own 
beliefs; real, sincere loyalty he kept just for his personal sphere.  
 
His later writings took shape while surrealism ravaged and nearly annihilated all other literary 
movements. Valery secretly appropriated many innovative writing techniques from surrealism and the 
other avant-garde movements, innovative writing techniques but subject them to his highly individual 
literary understanding.  
 
Nevertheless his literary work and the intimate intellect-centred doctrine that it was supposed to reflect 
were also finally doomed to fail; even at this final stage, recognition of inescapable defeat did not 
prevent the artist from creating: he unexpectedly approached the Russian philosophic tradition and 
ethical stand of thinkers like Nicolas Berdyaev and Aleksei Losev, who accepted and overcame their 
own suffering for the sake of the creative act.  
 
 
Nikolay Todorov (1982) has a MA in International Relations (2005) and a PhD in Philology, History of 
Literature (2018). He has experience as a journalist, teacher and translator, having translated over 20 
books, mainly from Spanish and English, including writers as: Miguel de Unamuno, Octavio Paz, Cesar 





University of Ljubljana, Slovenia 
 
“Europe’s hour of death draws near.” (Kosovel): Slovene Avant-garde and the Conceptual Crisis of 
Europe 
 
This presentation will concentrate on three artistic initiatives that give a specific shape to the 
complicated, multiple relations between the (theatre) avant-garde and the post-war crisis of identity in 
Central-European art and culture. I will link the specific representational tactics of three “events”: an 
expressionist play by Slavko Grum, An Event in the Town of Goga which was first performed in 1931; the 
manifesting thoughts of the leading Slovene constructivist and avant-garde poet (Srečko Kosovel) on a 
Europe in crisis, as stated in his highly neglected diaries and sketches of dramatic fragments written in 
the 1920s; and Ferdo Delak and August Černigoj’s manifestos about the New Slovene Stage and 
Constructivist Triestine circle. 
 
With these examples, I will try to show how the post-WWI crisis in the Central-European corner 
between the cities of Trieste, Ljubljana, Zagreb, Belgrade, and the artistic and political movements of 
Italian Futurism and Fascism, Expressionism, and the “Barbarogenius” of Ljubomir Micić, were linked to 
the sense of political, cultural, aesthetic, and ethical crisis. To what extent were the aesthetic revolutions 
of the constructivist circle in Trieste, Tank, and the Dada Tank in Ljubljana and Zagreb, Delak’s Worker's 
Stage and Grum’s expressionist plays in Ljubljana, artistic and human responses by avant-garde artists 
to the newly developed crisis in Europe after 1918? 
 
To conclude, a teaser by Kosovel, who, with his poetry, created a specific mode of crisis, from the poem 
Ljubljana is asleep: “In red chaos a new humanity / is approaching! Ljubljana is asleep. / Europe is dying 
in a red light.” 
 
 
Tomaž Toporišič is a dramaturg and theatre theoretician, an associate professor in history and theory 
of drama and performing arts and a vice-dean of the Academy of Theatre, University of Ljubljana. From 
1997 to 2003 he was the artistic director and from 2003 to 2016 a dramaturg of Mladinsko Theatre. In 
1995 he co-founded the Exodos Festival of Contemporary Performing Arts. In 2013 he was a guest 
programmer of Maribor European Capital of Culture. He was a curator of several exhibitions for Prague 
Quadrennial of Performance Design and Space (PQ). His primary research interests are the 
contemporary performing arts, literature and visual culture. He is the author of four books on the 







Université de Versailles Saint-Quentin-en-Yvelines, France 
 
Mallarmé, Breton et la crise de Crise de vers à Crise de l'objet     
 
Toute crise économique est avant tout une crise de l'entendement (Krugman, Stiglitz), une crise du 
concept (Deleuze). Ainsi, toute crise économique est précédée et/ou suivie de crises littéraires ou 
artistiques. 
 
Tous les textes fondamentaux de l'avant-garde reflètent ou répondent aux crises économiques. Deux 
parmi eux se télescopent particulièrement :  La crise de vers de Mallarmé, écrit en 1895, dans le 
contexte de la banqueroute du canal de Panama ; et  Crise de l'objet d'André Breton, préface à  
l'exposition surréaliste de mai 1936 à Bruxelles, faisant écho au krach économique de 1929. 
 
Entre les deux textes, tout bascule : le concept même de crise, ses causes et effets : il ne s'agit plus 
d'une crise d'innovations mais d'une crise de surproduction ; on ne parle plus de crise d'expression 
mais de crise de conscience et de représentation ; quant au poète, il ne se contente plus d'être un 
témoin de la crise, il veut être le producteur de la crise ; mais le plus important est le fait qu'il n'est plus 
question de vers, ni même d'objets d'art ; ce qui est en crise à présent, ce sont des objets, au sens 
industriel du terme. 
 
C'est le Second Manifeste de Breton, né en même temps que la crise de 1929, qui explique 
théoriquement ce basculement, précisant que « le surréalisme ne tendit à rien tant qu'à provoquer une 
crise de conscience de l'espèce la plus générale et la plus grave ». Cela veut dire qu'il ne suffit pas de 
prendre conscience de l'aliénation capitaliste des objets-marchandises, de la poésie, du devenir, de la 
raison ; ce nihilisme devra devenir révolutionnaire, mettre en état de crise la conscience du monde, du 
temps, de la création poétique ; les nouvelles images, les nouveaux textes et objets du surréalisme, par 




Angelos Triantafyllou, docteur-ès-lettres (Université Paris-7), il a enseigné à Versailles (UVSQ). 
Spécialisé dans la philosophie d’André Breton et de Gilles Deleuze. Il a collaboré avec des groupes du 
CNRS, du Arts Council et des écrivains (Y. Bonnefoy, A. Badiou). Il contribua à plusieurs colloques 
[Sorbonne, Cambridge, Londres, Oxford, Kent, Bristol, Bruxelles, Louvain, Zurich etc.], publications 
universitaires (Beckett, Bonnefoy, Butor, Glissant, Le Clézio,) et littéraires. Il a publié : Images de la 
dialectique et dialectique de l’image dans l’œuvre d’André Breton (P.U. de Septentrion, 2001) ; « Notre 
besoin de Kafka, selon Yves Bonnefoy »,  Perspectives. Revue de l'Université hébraïque de Jérusalem, 
n°21, septembre 2014. « Velter et Segalen ou l'art d'écrire sur une ligne de fuite», in Segalen, Mathilde 
Poizat-Amar (dir) éditions Passages, mars 2019 ; «Ionesco, un Rabelais pour le XXe siècle ? », L’année 





Ilia State University, Georgia 
 
Soviet Politics and Georgian Literature in the 1930s 
 
The 1930s, the most politicised and ideologised decade in Soviet history, also had its distorting effect 
on Georgian literature and art. In previous decades, modernism was a dominating cultural style in 
Georgia, although in the 1930s, as a result of the forcible implementation of Stalinist cultural policy, the 
aestheticism and thematic area of Georgian texts completely changed and adjusted to new priorities. 
While aesthetic principles are imported from the Soviet centre, Georgian cultural space is controlled 
and micro-managed by L. Beria. The paper will discuss the mechanisms of ideological control, and 
show a few cases illustrating the influence of political demands on literature: some poetic texts by 
Georgian modernists (Galaktion Tabidze, Titsian Tabidze and others) were attuned to political 




Bela Tsipuria is a professor and a director of the Institute of Comparative Literature at the Ilia State 
University, Tbilisi, Georgia. She has worked at the Tbilisi State University, and has also been a visiting 
scholar at Lund University, Sweden and Pennsylvania State University, USA; she was a Thesaurus 
Poloniae Fellow at the ICC, Krakow and a Weiser Fellow at the University of Michigan, USA. She was 
Deputy Minister of Education and Science in Georgia from 2004-2008. She is a specialist in 20th 
century Georgian literature and comparative literature – intercultural contacts, Symbolist, Modernist 
and Postmodernist movements, as well as Soviet ideological influences and Postcolonialism. She is an 
author of the book Georgian Text in Soviet/Post-Soviet/Postmodern Context, and multiple research 






University of Niš, Serbia 
 
The Moment of Crisis and Modernist Strategies in Lord Jim 
 
The paper discusses the moment of crisis in Joseph Conrad's Lord Jim (1900) — Jim's fateful leap from 
the steamer Patna — and its relation to Conrad's modernist strategies. The situation in which a 
character is confronted with a crucial choice may not appear typical for modernism; in fact, Georg 
Lukacs (in “The Ideology of Modernism”, 1957) argues that such motifs are to be found primarily in 
realist narratives. There exists what Lukacs calls abstract potentiality, or innumerable possibilities for 
one’s development; when a critical moment arises, compelling one to make a choice, the chosen 
potentiality becomes concrete and the act of choosing determines one’s character. The literary 
presentation of this situation implies the dialectic, or interaction, between a character’s subjectivity and 
the objective social environment — which, as Lukacs argues, does not exist in modernism. However, 
the dramatisation of Jim's crisis may still be regarded as a modernist motif because it does not 
irrevocably determine his character. In the aftermath of The Patna incident, the novel proceeds to 
question whether cowardice should be regarded as Jim's essential trait or whether, in some future 
analogous situation, some other potential of his opaque personality may come to the fore. On the 
other hand, Fredric Jameson views the critical moment in Lord Jim as an integral part of Conrad's 
modernist strategies for a different reason. In his study The Political Unconscious (1981), he discusses 
this scene in terms of its repressed social content, which he believes is a manoeuvre characteristic for 
modernism in general. He compares the experience of estrangement which accompanies Jim’s leap 
with Roquentin’s experience in La Nauseé, but also points out that Jim’s discovery of Sartrean freedom 
causes a “social scandal” and has a “demoralizing effect... on the ideological myths that allow a 
governing class to function and assert its unity and legitimacy”. 
 
 
Nataša Tučev is Assistant Professor of English Modernism and Twentieth-Century Anglophone 
Literature at the Faculty of Philosophy, University of Niš. She has published two book-length studies: 
The Secret Sharers: Joseph Conrad’s Literary Characters (2017) and Inner Emigre: Seamus Heaney’s 
Poetics (2011). Her notable literary translations include Byron’s Childe Harold and Coleridge’s The Rime 





University of Helsinki, Finland 
 
Poetry of the Non-Human? Questions of Literary Agency in Christian Bök’s The Xenotext  
 
Can bacteria write poetry and what would it mean for literary practice to accept a non-human agent as 
an author? Canadian poet Christian Bök’s The Xenotext — Book 1 (2015) is a curious work of literature 
as it is both a book of poetry and an experimental science project. By collaborating with scientists at 
the University of Calgary, Bök works on creating transgenic poetry, synthesising DNA according to 
contractual codes. This enables Bök to compose words and sentences using different combinations of 
nucleotides and to incorporate these “DNA-words” into the genome of living organisms. In the project, 
Bök is not using colon bacilli simply as a living cipher but aspires to include the biological processes of 
the bacteria as part of the writing process to (co-)create “poetry written by the bacteria”. The thematic 
framework and motivation for the project arise from the impending ecological crisis. Bök’s ultimate 
goal is to create transgenic Deinococcus radiodurans, an extremophile bacteria that can survive the 
harshest of conditions, and to create a non-destructible work of poetry whose existence would not be 
dependent of the survival of humanity. In The Xenotext, the act of writing and reading are transformed 
into hybrid practices that include biological, cultural and technological processes. My paper 
conceptualises The Xenotext as a parascientific project that questions the dichotomist juxtaposition of 
nature and culture and fantasises about a new kind of literature where the acts of writing and reading 
would move beyond anthropocentrism and anthropomorphism. The Xenotext project invites the reader 
to consider the possibility of non-human agency in literature and whether literature as a form of art 
based on language can ever truly escape the implicit notion of the human’s biological, philosophical 
and social special status in relation to the non-human.  
 
 
Iida Turpeinen is a PhD student at the Universities of Helsinki and Gießen. Her doctoral thesis studies 
the ways in which contemporary Anglo-American literature represents, negotiates and challenges 






Henie Onstad Kunstsenter, Norway 
 
How to survive in a time of crisis? On the actions of the Situationist International and Fluxus 
 
This paper will address two so-called Neo-Avantgarde practices, the Situationist International (SI) and 
the international network of Fluxus, in a comparative analysis. The paper will deal with a selection of the 
tactics and strategies that the SI and Fluxus developed to confront the economic and artistic crisis they 
experienced in modern culture and life in the 1950s and the 1960s, as well as identifying how they 
classified these crises. 
 
Both the SI and Fluxus had their heydays in the late 1950s and in the 1960s. At this time, countries all 
over the Western world continued to rebuild after the destruction of the Second World War and the 
desire for a new way of living was widespread. A new consumer society blossomed in the US and in the 
Western World in a matter of years, expansions that took place only a decade after the most damaging 
war in history. While it was a time of optimism and prosperity, it was also a time of insecurity and 
dissent. Moreover, it was during this period of industrial and commercial expansion that the 
environmental crisis started looming larger on the horizon, forcing people to change their basic 
notions about growth and development. 
 
Many artists and intellectuals responded to the new social developments and changes to everyday life 
at the time, including the participants of the SI and Fluxus. The SI counteracted the economical and 
artistic crises it found itself in by attempting to transform capitalist society into a new and liberated 
order, whereas Fluxus worked on subverting economic exchange value, creating other modes or types 
of crises and uncertainties in return. I will examine and compare some of the strategies and tactics that 
the SI and Fluxus introduced. Moreover, I will discuss them in the context of today’s environmental 
crisis and search for echoes of the mindsets shown by SI and Fluxus in today’s pursuit of more 
sustainable models of human development.  
 
 
Caroline Ugelstad is the Chief Curator and Head of the Art Department at the Henie Onstad 
Kunstsenter in Norway. Ugelstad is educated in the history of art and philosophy, having studied at the 
Courtauld Institute of Art in London and the University of Oslo. Ugelstad holds a PhD in art history 
from the University of Oslo, and her special field of interest lies in the field of modernism and avant-
garde studies, art historiography, and contemporary art. Ugelstad has served as a member of both the 
Office for Contemporary Art Norway’s International Jury and the Statoil Art Award Jury. She is an 
editorial member of Kunst og Kultur. Ugelstad’s curatorial practice has included presentations such as 
Carsten Höller - Sanatorium (2017), Irma Salo Jæger – On a warm day (2017), Fluxus East/Fluxus (2010), 





The School for Advanced Studies in Social Sciences, France 
 
Crisis by Agitation: On the Avant-Garde’s Activism and the Contemporary Politics of Performance 
 
One of the important aspects of the avant-garde is the progressive complexity, during the 20th 
century, of the relationship between art and politics. In that sense, the performance has functioned, as 
Roselee Goldberg puts it, as a real “catalyst” between the arts. If the historical avant-garde could put in 
crisis the traditional artistic conventions by performative actions, by the 1960’s the neo-avant-garde’s 
critical positions could draw strength from the effervescent social and political climate in Europe and in 
United States, especially in the struggles of different minorities. 
Following the works of Rosalyn Deutsche, Oliver Marchart and Chantal Mouffe, we can affirm that 
today, the crisis developed by artistic activism in opposition to dominant ideologies has moved to a 
different level. Exploring the critical value of radical democracy within contemporary artistic practices, 
Marchart demonstrates that political theory is therefore necessary to understand the way that artists 
throw social and artistic conventions into crisis. 
 
Our paper aims to explore, following the historical evolution of the performance as an agitational force, 
the strategies of crisis developed by contemporary art practices (Chto Delat, Public Movement, etc.) in 
the field of artistic activism. As Marchart puts it, these new “conflictual aesthetics” inherit the avant-
garde’s political charge while moving it from the artistic sphere to the political. Consequently, they 
can’t simply be identified as “critical” or “political” art, establishing an unprecedented relationship 
between art and politics. 
 
 
Umut Ungan is pursuing his PhD in History and Theory of Arts at The School for Advanced Studies in 
Social Sciences (EHESS) in Paris. He is assistant professor at the University of Rennes 2. He is an 
editorial member of the academic journal Marges (Vincennes University Press) and contributor for the 





Tyumen University, Russia 
 
Modernism As The Ideological Case: The Soviet Point Of View  
 
The reception of modernist works in Russia in the twentieth century is an interesting and dramatic 
story. The classical modernist texts, James Joyce’s Ulysses and T.S. Eliot’s The Waste Land (1922) 
appeared practically at the same year with Glavlit (Central Directorate for Literature and Publishing 
Affairs at the People's Commissariat of Education, founded in 1922) and Leon Trotsky’s book Literature 
and Revolution (1923). Thus paradoxically the way modernists' texts reached Russian readers was 
determined by the ideas of Trotsky and the official “class” approach to literature and the arts. Trotsky’s 
aesthetic theory proclaiming priority of political evaluations over artistic criteria exerted considerable 
influence on the cultural policy subsequently pursued by Agitprop and Glavlit, Stalin and Zhdanov. The 
first phase of Great Censorship, the decade of 1920s, could be defined as relatively liberal. No wonder 
then that in the 1920s the first Russian translations of some Ulysses episodes appeared in Soviet 
journals and periodicals even earlier than in most European countries. In the 1930s some modernists’ 
works were still being published, partly from force of inertia, partly because the strict state censorship 
system was still taking shape.  Some Russian translations of Joyce appeared in the Leningrad’s journal 
Zvezda in 1934–35 in the translations of Valentin Stenich. Dmitry Svyatopolk-Mirsky, an influential 
Communist critic of the 1930s, wrote an introduction to “Calypso”. But times changed and by the epoch 
of the Great Terror any “heterodoxy and formalism” were regarded as a kind of treason. In 1937 
Svyatopolk-Mirsky and Stenich were arrested, one more Russian translator of Ulysses, Igor Romanovich, 
was accused of “cosmopolitanism” and arrested in 1937. The official opinion on Joyce and “bourgeois” 
modernist literature was proclaimed at the First Congress of Soviet Writers in 1934. Karl Radek (a 
Bolshevik and an international Communist leader) stated in his speech on “Contemporary World 
Literature and Goals of Proletarian Art” that Joyce’s artistic method was no good for portraying 
grandiose pictures of Revolution and the enthusiastic of building a new Proletarian world. Thus 
publication of the modernists was largely given up in the Soviet Union although there was no openly 
declared ban or special Decree. In the paper I am proposing to concentrate on the ideas of “parasitic 
highbrow” modernism introduced by Svyatopolk-Mirsky in his works published in 1930s in the Soviet 




Olga Ushakova is Professor in the Department of Russian and Foreign Literature, Tyumen University. 
She has published and presented extensively on T.S. Eliot, including a monograph on T.S. Eliot and 
European Cultural Tradition (2005), and including also numerous translations of Eliot’s essays into 




van Alst, Abigael 
KU Leuven, Belgium 
  
Andrei Bely’s New Science of the Universe  
 
Working against the backdrop of the nascent ‘new physics’, which at the beginning of the 20th century 
overthrew the mechanistic worldview of the Newtonian era, Russian Andrei Bely published his most 
singular cosmogony, Glossalalia (1922). Glossolalia is a theory of the origin of the universe based on 
linguistic sounds. This paper aims to demonstrate how Bely’s linguistically experimental book took it 
upon itself to give shape to an alternative view of the universe. In this poem Bely analyses movements 
of the tongue produced by the pronunciation of sounds in order to track down the roots of language 
and imagines that this leads to the origins of life. Although Bely is generally considered a symbolist 
writer, in Glossolalia, his reflection on language and science reveals that the avant-garde preoccupation 
with creating a “beyonsense language” (Khlebnikov) is at the core of his text. Literally meaning 
“speaking in tongues” the word “glossolalia” is defined by the utterance of unintelligible speech-like 
sounds. If “glossolalia” is mostly known as a religious practice, in Bely’s cosmogony it also entails an 
epistemic function. Bely constantly links linguistic sounds to cosmological phenomena. While the 
cosmos is compared to the cavities of a mouth, in which sound resonates, chaos is thought of as an 
original form of language, depicted like a dance of the tongue or a play with streams of air. Moving 
back and forth between the philological and the mystical, Bely interconnects sounds of Indo-European 
languages to decipher the universe’s secrets. He also continuously refers to (para)sciences in order to 
cross boundaries between languages, disciplines and traditions. In the need to represent the beginning 




Abigael van Alst is a PhD researcher in literary studies at KU Leuven. As part of a larger research project 
from the MDRN research lab called “Literary Knowledge (1890-1950): Modernism and the Sciences in 
Europe”, her dissertation explores the interactions between cosmology and literature, focusing mainly 




Van Assche, Annelies 
Ghent University, Belgium 
 
Is There No Escape? Performing Precarity as a Form of Resilience and/or Resistance 
 
The roots of the relationship between art and activism can be traced back to the mid-nineteenth 
century, when the emerging avant-gardism in Europe prompted artists to start considering themselves 
artistic workers. Artistic work has long since been associated with socio-economic precarity and poor 
working conditions for artists, even in highly subsidised cultural economies. In November 2019, 
however, the Flemish cultural and arts sector entered a new time of crisis. While budget cuts are an 
annual disappointment, the new mission statement for cultural policy announced an exceptionally 
drastic cut of 60% for project subsidies under the Arts Decree for 2020. Even though project-based 
funding in itself sustains precarity because of its short-term and ad hoc nature, it is also the most 
important form of support for independent and upcoming artists. In such precarious times, resilience is 
one way of coping with crisis.  
 
In this presentation, I will explore which tactics choreographers are developing to do more than merely 
withstand the precarisation of the arts sector and to resist actually the exploitative demands of artistic 
labor market. I will argue that exposing the precarious working conditions and the mechanisms of 
neoliberal exploitation through performance can be an alternative form of protest. Choreographer and 
performer Eleanor Bauer regularly draws on the cabaret genre as a performative tool to that effect. As 
such, her black-box production Meyoucycle (2016), in collaboration with musician Chris Peck, consists 
of a combination of different theatrical, textual, and musical ingredients and cynically deals with several 
socio-political themes related to our modern but precarious times. Zooming in on this work, I 
particularly aim to demonstrate how irony and humour are used onstage as activist devices. 
 
 
Annelies Van Assche obtained a joint doctoral degree in Art Studies and Social Sciences in 2018. In her 
FWO-funded research on Dancing Precarity, she studied the working and living conditions of 
contemporary dance artists in Brussels and Berlin. She was production manager at contemporary dance 
school P.A.R.T.S. from 2011 until 2014. Since 2014, she has been affiliated with research groups S:PAM 
(Ghent University) and CeSO (KU Leuven). In 2019, she started a postdoctoral research project at Ghent 
University on labor and aesthetics in contemporary dance in Europe’s Eastern periphery. She co-edited 
a special issue of Dance Research Journal on “Work (with)out Boundaries: Dance and Precarity” (2019), 
and her work has been published in journals as Performance Research, Research in Dance Education, 




Van Den Berg, Karen 
Zeppelin Universität in Friedrichshafen, Germany 
 
Politik der Kunst – Joseph Beuys versus Pussy Riot  
 
Während der Ausstellung „Dublin Contemporary“ 2011 machte ein Mem die Runde, 
das schon einige Jahre zuvor in der Designwelt kursierte: „Art won´t save the world. 
Go volunteer at a soup kitchen, you pretentious fuck!” Es greift eine Kritik an politischer oder sozial 
engagierter Kunst auf, die so alt ist wie die Idee der Avantgarde selbst und wirft die Frage auf, warum 
künstlerische Praxis, die direkt in gesellschaftliche Krisen interveniert, dies überhaupt noch im Namen 
der Kunst tut? Das zitierte Mem jedenfalls wendet es sich gegen die Vorstellung, dass Kunst in 
gesellschaftlichen Krisensituationen ein probates Mittel zur „Weltrettung“ sein könnte. Mehr noch: Es 
tut dies als radical chique ab. 
 
Welche Gründe dennoch dafürsprechen könnten, dass gerade von künstlerischen 
Ansätzen – und in den Augen einiger Künstler*innen sogar nur von ihnen – die entscheidenden 
Impulse für eine bessere Welt ausgehen könnten, dies möchte ich in 
meinem Vortrag umreißen. In dem Vortrag soll am Beispiel der politischen Haltungen, 
Aktionen und Performances des deutschen Künstlers Joseph Beuys und des 
russischen Aktivistinnen-Kollektivs Pussy Riot nachgezeichnet werden, inwiefern und 
warum beide Künstler bzw. Künstlerkollektive Kunst als geeigneten Katalysator für 
einen grundsätzlichen gesellschaftlichen Wandel halten und als solchen nutzen. Dabei soll nicht zuletzt 
auch herausgearbeitet werden, inwieweit Kunst und Politik noch unterscheidbar bleiben. 
 
 
Karen van den Berg, geb. 1963, ist seit 2003 Inhaberin Lehrstuhls für Kunsttheorie & inszenatorische 
Praxis an der Zeppelin Universität in Friedrichshafen (D). Sie studierte Kunstwissenschaft, Klassischen 
Archäologie und Nordischen Philologie in Saarbrücken und Basel, wo sie 1995 promoviert wurde. 
Zwischen 1993 und 2003 arbeitete sie als Dozentin für Kunstwissenschaft und als wissenschaftliche 
Mitarbeiterin an der Universität Witten/Herdecke. Residencies, Lehre, Gastaufenthalte und Fellowships 
führten sie an die Chinati Foundation in Texas, die Bauhaus Universität Weimar, an die Parsons New 
School for Design (NY), das Europäische Kolleg der Universität Jena und die Stanford University. Van 
den Bergs Forschungsschwerpunkte liegen in den Bereichen sozial engagierte Kunst; Theorie 
und Geschichte des Ausstellens; Architektur; künstlerische Episteme; Kunstmarktund 
Studioforschung. Zuletzt veröffentlichte sie das Buch „The Art of Direct Action – 




Van Den Braber, Helleke 
Radboud University and Utrecht University, Netherlands 
 
How to Escape the Crisis of Art Versus Money: Patronage and Valuation in Modernist Theatre 
 
My paper focuses on the precarious relationship between artists and private patrons in modernist 
theatre. It starts from the premise that artists entered into relationships with patrons in order to escape 
a classic modernist crisis: the ideological clash between art and money, and between romantic, anti-
commercial notions of art and a new professionalism. For artists, capturing the attention of a patron 
could mean double valuation: it potentially had the power to confirm their artistic legitimacy and 
demonstrate the economic viability of their career. 
 
At the conference, I’d like to pose three questions: (1) Was the commitment to patronage relationships 
a threat to the growing autonomy and professionalisation of modernist artists, or one of its enabling 
conditions? (2) For early 20th century artists, aligning their agenda’s with those of their patrons was 
never easy, and negotiations between givers and recipients were often hesitant and fraught. Did private 
patronage allow modernist artists to experiment freely with new professional roles and identities, or did 
it obstruct this experimentation? (3) In this period the power balance between artists and patrons 
shifted. While patronage allowed modernist artists to ignore the market, they did not wish to replace 
this freedom with a new kind of subjection. Patrons, instead of setting the terms for patronage, now 
had to be satisfied with the role of supporter and facilitator, rather than that of employer or client. How 
did this power shift affect the process of double valuation described above? 
 
I will answer these questions by referring to the patronage relationships of theatre visionary Edward 
Gordon Craig (1872-1966), who managed to attract no fewer than 32 patrons during his career. I will 
demonstrate how Craig tried to manage the expectations of each individual benefactor – with varying 
results. To map these interactions, I have studied about 450 letters, including published and 
unpublished correspondences between Craig and his patrons. 
 
 
Helleke van den Braber has been based at Radboud University as assistant professor of Cultural Studies 
since 2002, and at Utrecht University as professor of Patronage Studies since 2020. Her research 
interests include the history and theory of patronage, and historical and modern practices of strategic 
giving. Recently, she published on patronage models in the nineteenth century (Van den Braber 2016, 
2017B) and early 20th century (Van den Braber 2019), on the relationship between Gordon Craig and his 






Van der Gucht, Liselotte 
University of Antwerp, Belgium 
 
Exquisite Defects. Detoxing the Female Literary Genius 
 
While it is a staple of literary history that literary and artistic talent of exceptionally gifted male writers 
tends to come with a fair amount of eccentricities and quirks that are generally seen as a reinforcement 
of exceptionally good writing, literary history has so far turned a less favourable eye towards gifted 
female writers: frequently artists themselves, these women tended to be reduced to male writers' 
muses, only to end their lives diagnosed and institutionalised, silenced and erased after having 
transgressed social expectations. 
 
Whereas so-called “toxic girls” have been studied by e.g. Kate Zambreno in the English-speaking 
literary context, similar accounts of German counterparts have so far been missing from literary 
discourse and research. This is all the more remarkable, because German literary history is inextricably 
linked with the veneration and portrayal of hypersensitive eccentric male writers like Friedrich Hölderlin, 
Georg Trakl and Friedrich Nietzsche. Drawing from recent revelations on Annette von Droste-Hülshoff 
presenting an angle on the author as lesbian-queer, this research would like to shed light on a series of 
similar but thus far fairly unknown women who lived and worked in the first half of the twentieth 
century. Key subjects are Veza Canetti, Lou Andreas-Salomé, Unica Zürn and Hannah Höch.  
 
Focusing on their literary as well as other artistic achievements, both in professional and personal 
contexts, this paper seeks to explore the correlation between female brilliance, verbal creativity and 
figurativity by means of neurophenomenology and disability studies.  
 
 
Liselotte Van der Gucht obtained degrees in German and English linguistics and literature from the 
universities of Ghent and Bayreuth. She currently teaches German language skills at Antwerp University. 
Recent publications include: “Sprechende Sprachlosigkeit? Unterdrückung und Befreiung anhand von 
Sprache in Melinda Nadj Abonjis Tauben fliegen auf.” In: Yves T'Sjoen & Gunther Martens (red.): 
Proeven van letterkundig onderzoek. Gent: Scribis, 2019. 53-72.  
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Van Heuckelom, Kris 
KU Leuven, Belgium 
 
Imagining Post-Communist (Im)Mobility: The “Road Crisis” in Neo-Avant-Garde Polish Poetry of the 
2010s 
 
It is a truism to state that mobility has been a defining feature of modernism and the historical avant-
gardes, not only in view of the profound involvement of these movements in multiple types of 
international collaboration and circulation, but also in terms of their aesthetic engagement with various 
forms of journeying and wandering (Pinkney 1990; Chalk 2015; Bru 2018). After World War II, the 
centrifugal practice of “hitting the road” became the cornerstone of the countercultural perspective 
propagated by the Beat generation and its various epigones and enthusiasts across Europe (Veivo, 
James, and Walczak-Delanois 2019). Significantly, the liberty-seeking and non-conformist drive of the 
Beats gained particular resonance behind the Iron Curtain, eventually – already after the fall of state 
socialism – leading up to the institutionalisation and canonisation of 1960s counterculture in a wide 
range of countries formerly belonging to the Eastern Bloc. A case in point is post-communist Poland, 
the cultural output of which has seen a significant proliferation of road-themed narratives, in literary 
and cinematographic works alike (Van Heuckelom 2017; Walczak-Delanois 2019). 
 
Taking as a point of departure the mythologisation and reconfiguration of “countercultural mobility” in 
contemporary Poland, this proposal will look into the most recent literary output of a couple of neo-
avant-garde poets writing in Polish. Particular attention will be paid to the way in which these works 
convey a sense of what may be called “a road crisis” (which, in turn, may be seen as a manifestation of 
an underlying “crisis of place”). The text corpus to be analysed (through a comparative lens) includes, 
but is not limited to, recent poetry collections such as Joanna Oparek’s Berlin Porn (2015), Konrad 
Góra’s Nie (No, 2016) and Kamila Janiak’s Wiersze przeciw ludzkości (Poems Against Humanity, 2018). 
 
 
Kris Van Heuckelom is Associate Professor of Literary Theory and Cultural Studies in the Faculty of Arts 
at KU Leuven. His research interests include modern Polish literature, translation studies, migration 
studies, memory studies, visual culture and film. He co-edited (together with Dieter De Bruyn) the 
volume (Un)masking Bruno Schulz. New Combinations, Further Fragmentations, Ultimate Reintegrations 
(New York – Amsterdam: Rodopi, 2009) and contributed to the multi-authored volume Polish Literature 
in Transformation (edited by Ursula Phillips with the assistance of Knut Andreas Grimstad & Kris Van 
Heuckelom, Berlin – Münster: LIT Verlag, 2013). He is the co-editor (together with Leen Engelen) of 
European Cinema after the Wall. Screening East-West Mobility (Lanham: Rowman & Littlefield, 2014). His 
monograph Polish Migrants in European Film 1918–2017 was published by Palgrave Macmillan in 2019. 
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Van Hoesen, Brett M. 
University of Nevada, USA 
 
When Dada Was Dangerous: “Dada Spectrum” and Its Legacy  
 
Dada scholarship has increased steadily over the past several decades. The recent 100-year anniversary 
of the movement has ensured that Dada is ubiquitous, from celebrations in foundational cities such as 
Zürich, Switzerland, to projects, publications, and exhibitions produced by academic institutions, 
museums, and pop culture entities across the world. Collectively, these actions have made Dada a 
much better known and more accessible phenomenon. At the same time, this popularity runs the risk 
of depoliticising Dada to the extent that it no longer holds its edge, its fervour, and historical context. 
While Dada’s flexibility and mutability might indeed be its strength and ensure its historical longevity, 
the notion that everything is Dada, that Dada is everywhere belies some of the basic tenets of earlier 
Dada scholarship.  
 
This paper examines the 1979 published volume Dada Spectrum: The Dialectics of Revolt, edited by 
Stephen C. Foster and Rudolf Kuenzli. The University of Iowa in the late 1970s hosted a unique 
interdisciplinary environment where events such as the 1978 conference “Dada in Art and Literature” 
and the “Dada Artifacts” exhibition at the University of Iowa Museum of Art of the same year, set the 
tone for what became an experimental centre for Dada scholarship. The 1979 edited collection of 
essays by Foster and Kuenzli presented an unprecedented series of historical case studies and, in doing 
so, mapped a conceptual geography of Dada studies. This collection notably served as a tangible 
marker for historic, collaborative efforts at the University. It also served as an important teaching tool 
for courses in Art History and Comparative Literature at the University of Iowa for decades to come. 
The volume’s subtitle “dialectics of revolt,” however, reinforced the perceived polemics of the original 
Dada movement and also implied the potential risk of pursuing Dada as a serious field in the Arts and 
Humanities during this timeframe. “The popular myth depicting Dada as the bad-boy of art history is 
alive and thriving,” wrote Foster and Kuenzli in the introduction to their volume. “The mere mention of 
the word ‘Dada’ precipitates today, as it did in its historical heyday, heated arguments and impassioned 
stances.”  
 
This paper critically examines the thematic scope of the Dada Spectrum volume in relationship to the 
state of Dada research dating to the 1970s. It also explores the volume’s important legacy in 
establishing a “crisis around Dada” and the necessity for keeping Dada dangerous, in line with its 
original culture of critique.  
 
 
Brett M. Van Hoesen is Associate Professor and Area Head of Art History and a Faculty Associate in the 
Gender, Race, and Identity (GRI) Program at the University of Nevada, Reno, (USA). She teaches 
undergraduate and graduate courses on art writing, theory and criticism, global contemporary art, 
gender and art history, Dada, and sound art. Trained in Art History and Cultural Studies in the United 
States and Germany, she holds a Ph.D. from the University of Iowa and a M.A. from the University of 
Massachusetts, Amherst. Topics of her recent publications include: Hannah Höch’s From an 
Ethnographic Museum photomontage series, postcolonial readings of the Weimar New Woman, the 
history of German sound art, and the work of contemporary artists such as Mwangi Hutter and Kader 
Attia. Van Hoesen is completing a book manuscript on the legacy of Germany’s colonial history in the 
arts and visual culture of the Weimar Republic.   
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Van Hout, Milou 
University of Amsterdam, Netherlands 
 
Imagining Cityness in Times of Crisis: On the Overdetermination of Fiume as border city 
 
In times of wider European “crises”, the 1919-1920 avant-garde free state of Fiume inspired an urban 
narrative that describes the city as a site of adventure and promise, and as embodying exceptional 
historical and modernist experiences. Fiume’s past has been characterised, among other things, in 
terms of its “autonomous spirit”, as a “revolutionary feast” or as a “city of passions”. This paper will 
focus on the construction of such narratives of autonomy and distinct cityness which, I argue, were 
conditioned by its historical urban imagination as a border city for emerging nations during the 
nineteenth and twentieth centuries. The paper explores how, in context of wider European political 
turmoil, the search for urban autonomy from the late nineteenth century onwards by local cultural and 
political actors in the city fashioned a distinct sense of place in Fiume. Analysis of the representation of 
Fiume as a “disruptive” political place will show how the overdetermination of Fiume as border city 
inspired several generations of avant-garde dynamics in the city. It moreover provides new insights into 
the question why the city of Fiume became the object of a modernist avant-garde. 
 
 
Milou van Hout will defend her PhD dissertation entitled “Re-discovering Cityness in the Adriatic 
Borderland. Imagining cultural citizenship in Rijeka and Trieste across the long twentieth century” in 
April 2020. After obtaining a BA and MA degree in European Studies and rMA degree in History from 
the University of Amsterdam, she worked as a lecturer in the History of International Relations 
Department at Utrecht University. From 2015-2020 she conducted her PhD study in European Studies 
at the University of Amsterdam. Her research has appeared in, among others, Nations and Nationalism 
(2019), the Journal for Urban Cultural Studies (2018), Incontri (2018) and the Encyclopedia of Romantic 
Nationalism in Europe (ed. Joep Leerssen, 2018). Milou van Hout is interested in cultural citizenship, 




Van Hove, Hannah 
Vrije Universiteit Brussels, Belgium 
 
Experimentation in the Face of Societal Crisis: British Women’s Fiction in the Wake of the Second World 
War 
 
Writing in Horizon in January 1946, British novelist Anna Kavan assessed the post-WWII situation as 
follows: “The human race is now facing its most fearful predicament: a certain scientific precociousness 
has accidentally precipitated a crisis for which humanity is, emotionally and intellectually, quite 
unprepared.” [1] This paper sets out from that statement to discuss a selection of experimental novels 
written by British women writers in the immediate post-war period, focusing in particular on the 
differing ways in which they responded to, explored and continued the modernist project to “look 
within” whilst at the same time employing experimentation as a means of engaging with British mid-
twentieth century societal crisis. Drawing on works ranging from Storm Jameson’s The Journal of Mary 
Hervey Russell (1945), Leonora Carrington’s The Stone Door (written in 1946 but only published in 1978), 
Anna Kavan’s Sleep Has His House (1947/48) to Stevie Smith’s The Holiday (1949) and Rosamond 
Lehmans’s The Echoing Grove (1953), it will illustrate how these novels attempt to respond to what 
Kavan, writing in that same Horizon article, called “the inchoate fluidity of a time when culture as 
previously known is almost certainly ending.” [2] As such, this avant-garde writing explores the 
consequences and reverberations of wartime on the individual psyche, taking recourse to 
fragmentation, syntactical innovation, dream narratives and surrealist techniques in order to expose the 
vulnerability and permeability of human subjectivity, thereby exploring and highlighting osmotic 
relationships between external forces of society and internal states of mind. Contrary to conventional 
accounts of twentieth century British fiction which characterised the immediate post-WWII period as 
one in which the novel enjoyed a return to a traditional social realism, this paper highlights the 
differing ways in which experimental women writers refused this so-called trajectory and were instead 
concerned with “making new” representations of interiority which were, in their eyes, better able to 
respond to the crisis and uncertainty of mid-twentieth century life. 
 
[1] Anna Kavan, ‘Back to Victoria’ in Horizon, Vol XIII, No.73 (January 1946), ed. by Cyril Connolly, pp.61-66, p.63. 
[2] Ibid, p.64. 
 
 
Hannah Van Hove is an FWO postdoctoral researcher at the Vrije Universiteit Brussels where she is 
working on a research project focusing on British post-war experimental women writers. She 
completed her PhD on the neglected fiction of Anna Kavan, Alexander Trocchi and Ann Quin at the 
University of Glasgow in March 2017. She has published reviews and articles on mid-twentieth century 
avant-garde fiction and has translated some of Flemish modernist Paul van Ostaijen’s poetry. She is 
Secretary of the Anna Kavan Society and is currently co-editing a collection of essays on experimental 




Van Puymbroeck, Birgit 
Ghent University, Belgium 
 
Nancy Cunard’s Poetic Response to the Spanish Civil War 
 
Modernism is often described as a crisis of representation. However, in recent years much emphasis 
has been placed on “connection” rather than “crisis” or “representation,” generating — according to 
some — a crisis in modernist studies itself with recent discussions of the “new modernist studies” and 
“weak modernism.” How does the temporal rhetoric of crisis relate to the spatial rhetoric of 
connection? Do political or social crises lead to new forms of connection? And how does literature, and 
particularly poetry, respond to social, political, and aesthetic crises?  
 
This paper aims to explore these questions by turning to the late poetry of the British poet Nancy 
Cunard. Although Cunard is now often remembered for her social and political activism, she continued 
to write and publish poetry throughout her life. She worked as a war correspondent during the Spanish 
Civil War, was part of several transnational networks, published the pamphlet Authors Take Sides on the 
Spanish War (1937), and co-edited the poetry collection Les Poètes du monde défendent le peuple 
espagnol (1936-1937) with Pablo Neruda. In addition, she published poetry in newspapers and 
magazines, as well as in privately printed collections, including Psalm of the Palms (1941).  
 
This paper proposes to read Cunard’s poetry of the 1930s and the 1940s in relation to her political 
activism during and after the Spanish Civil War. It argues that Cunard responded to the crisis in Europe 
by emphasising transnational solidarity. She not only used poetry to alert the public to the conflict and 
to raise money for the Spanish refugees but also gave expression to transnational bonds of solidarity in 
her poems. Through a close reading of Cunard’s poetry, this paper aims to reflect on transnational 
modernism, poetry, and the political and humanitarian crisis of the 1930s. 
 
 
Birgit Van Puymbroeck is Postdoctoral Fellow of the Research Foundation Flanders at Ghent University. 
She is the author of Modernist Literature and European Identity (Routledge 2020) and of various essays 
on modernism, literary networks, and media published in PMLA, Modernist Cultures, Modern Language 
Review, and English Literature in Transition, 1880-1920. She is the former editor-in-chief of the Journal of 




Harvard University, USA 
 
Indelible Visions of the World in Crisis: Critical Taxonomies of Otto Dix’s War Etchings 
 
In the European collective subconscious, War is the phantom threat that lurks behind unresolved crisis. 
The brutalities of the World Wars still reverberate in admonition for the extreme level of violence and 
irrationality to which Western civilisation may resort in its unwillingness to admit the sclerosis of its 
social norms, ethical philosophies, and systems of communication. In a most unpleasant, discomforting, 
and cautionary visual statement of modern art, German printmaker and ex-combatant Wilhelm 
Heinrich Otto Dix (1891-1969) reported the brutal reality of gruelling trench warfare with unmitigated 
verismo (realism). Comprising fifty (50) etchings organised in five (5) dossiers, Der Krieg (1924) carries 
an expressive intensity still capable of disturbing even the most anaesthetised 21st-century viewer. 
Carnivorous battlefields and ravaged cityscapes constitute the ghastly background on which Dix 
masterfully imprinted the physical and psychological destitution brought about by the disastrous 
conflict. Based on hands-on object-oriented art historical study of Dix's etchings, stored at Harvard 
University's Art Museum Archives, this paper demonstrates the results of a taxonomical project in the 
context of which the plates were subjected to a number of formal, thematic, and technical 
rearrangements, superimpositions, and juxtapositions, with the vision of ultimately foregrounding the 
nexus of narrative, structural, and theoretical principles that permeated their production: from the 
realistic documentation of facts to the expressionistic portrayal of human dread in the face of violent 
death, Dix’s etchings detailed the entire spectrum of psychophysiological states between action and 
putrefaction. Ultimately, these taxonomies demonstrate that beneath its historical specificity, Der 
Krieg—initially a commercial failure—put forward a gesture with transnational and transhistorical 
resonance pertaining to the reality of the ultimate crisis of crises, namely the dehumanised state of 




Rodanthi Vardouli is an architect and theorist whose work centres on the phenomenon of the avant-
garde in the Arts. Currently a PhD Candidate in Architecture at Harvard University's Graduate School of 
Arts and Sciences, her dissertation proposes a gestural theory of the Interwar avant-gardes in Europe, 
imbued with notions of embodied agonistic praxis and the performative in the humanities. Prior to her 
doctoral studies, Rodanthi received a Master of Science in Architecture Studies from the MIT 
Department of Architecture (SMArchS 2014), where she conducted joint research between the History 
Theory Criticism and the Architectural Design areas of study, as scholar of the Fulbright Greece, 
Alexander S. Onassis and A.G. Leventis Foundations. For her research at MIT, which foregrounded the 
constructive potential of Kurt Schwitters’ Merz-Building in Interwar Hannover for contemporary creative 
practices, she was awarded the 2014 Arthur Rotch Special Prize for highest academic achievement and 
original contributions to more than one research field. Rodanthi also holds a Professional Diploma 
(Master's) in Architectural Engineering and a Graduate Specialisation Diploma (MSc) from the Design-
Space-Culture Interdepartmental Graduate Program at the National Technical University of Athens. Her 
most recent publications include contributions to the Kurt Schwitters Society annual Journal (Sch...vol. 7, 




Vásquez-Caicedo Rainero, Claudia 
Utrecht University, Netherlands 
 
A Voice of Ultra: On Guillermo de Torre’s Manifiesto ultraísta vertical 
 
Amongst the many currents of thought that declared their loud voices through manifestos during the 
early 20th century, one that draws attention because of its lack of notoriety is Spanish Ultraism. Born in 
a period in which the country was struggling with the burden of a heavily traditional aesthetic and an 
almost desperate hope to reach the creative revolution that was taking place in the rest of Europe, 
Ultraism was characterised by its vagueness. Because it claimed to welcome and include Futurism, 
Surrealism, Dadaism and other -isms, and for being quite prolific in its production of manifestos, it is 
hard to pin down. Its most striking declaration of aesthetics is the Manifiesto ultraísta vertical [Vertical 
Ultraist Manifesto] (1920), written by the movement’s most enthusiast intellectual, Guillermo de Torre. It 
provoked both admiration and rejection during its time, and while being widely acknowledged today as 
a key text of the movement, it is not recognised for its literary quality. Through a close reading of the 
language and images of the Manifiesto, it is argued here that the excessiveness of the genre was taken 
to such an extreme that it documented more an identity crisis than a clear artistic orientation. De 
Torre’s text ended up mirroring the cultural context of its production but failing in its objectives. The 
contradictory nature that situated it between a traditional baroque style and the avant-garde 
tendencies of the continent was not enough to break with the past nor coherently represent the 
emergence of a new Spanish aesthetic. 
 
 
Claudia Vásquez-Caicedo is about to finish the RMA programme in Comparative Literary Studies at 
Utrecht University, where she also is a research and teaching assistant. She completed her BA in 
Hispanic Literature at the Pontifical Catholic University of Peru, where she focused on discourse, gender 
and postcolonial power structures in Peruvian short fiction. Her main interests and current research 
projects revolve around cultural identity and literary aesthetics in contemporary Latin American and 





Université de Caen Normandie, France 
 
Histoire, crise, avant-garde : incompatibilités fondamentales 
 
Bien que la notion même d’avant-garde semble présupposer un sens de l’histoire – plus souvent 
imaginé que réel – sans lequel « avant » serait dépourvu de signification, les avant-gardes historiques 
semblent être plus caractérisées par une disposition que Matei Calinescu qualifiait de « une culture de 
crise » : préférence d’expérimentation sur construction, focalisation sur interrogations au lieu de 
solutions. Même quand les avant-gardes ont proposé des projets à réaliser et se sont joints aux forces 
politiques pour les mettre en œuvre, leur autonomie a été fort limitée, rendant caduque tout jugement 
de valeur fondée sur les résultats (souvent inexistants ou contraires à l’intention original). Donc, une 
série de crises sans lendemains. L’histoire présuppose cependant une narrativité, l’intégration des 
événements d’échelle et magnitude différentes dans un récit qui leur donne sens. Une vraie crise ne 
saurait pas entrer dans une histoire. Et pourtant, nous écrivons des histoires d’avant-garde. Dans ma 
communication, je vais réfléchir sur les défis que cette incompatibilité fondamentale pose à 
l’historiographie de l’avant-garde. J’essaierai de réfléchir sur la question du point de vue de la 
structuration du récit historique, compris en même temps dans un sens concret de périodisation et 
division (en chapitres, thèmes, corpus, etc.) et dans un sens plus conceptuel d’agencement des 
événements et des acteurs dans l’écriture. En même temps, j’essaierai d’aborder la question des 
changements dans le regard porté sur l’histoire provoqués par des évolutions politiques, sociales, 
technologiques et naturelles. Il se peut que, vue à travers la crise environnementale qui sera notre 
condition dans les décennies à venir, l’histoire de l’avant-garde peut – doit – être racontée d’une autre 
manière que celle à laquelle nous sommes habituées. 
 
 
Harri Veivo est professeur au département d’études nordiques à l’Université de Caen Normandie. Il a 
publié de nombreux articles sur l’avant-garde finlandais, notamment dans le cadre du The Cultural 
History of the Avant-Garde in the Nordic Countries. Il a co-édité plusieurs ouvrages, dont Beat Literature 





Charles University, Czech Republic 
 
Crisis of the Object, Crisis of Consciousness: Prague’s Objective Chance Encounters 
 
In mid-30s Prague, an “objective chance” encounter between surrealism and phenomenology took 
place, regarding the topic of the object and its perceived “crisis”. In March 1935, Breton’s lecture on the 
“situation of the surrealist object” famously postulated that in the wake of surrealism, “a fundamental 
crisis of the object was taking place” and sought to define the “way in which Surrealism represents the 
object in general” in order to delineate “the place that the Surrealist object must take to justify the 
adjective Surrealist.” Breton found this place in the realm of the oneiric, the phantomic, and the 
dialectically subjective-objective sur-real. In November 1935, also in Prague, Edmund Husserl too 
speaks of a crisis – this time, of “European sciences”. Just like Breton, Husserl takes issue with 
contemporary enmeshment in “scientific naturalism”, which must be opposed by a “counter-natural 
stance,” extricating the subject from the “captivity” of practical-empirical attitude in favour of an 
“aesthetic stance” reverting to the “depths” of interiority. Repeatedly, Husserl’s lecture invokes the 
“mystery” and “wonder” of reasoning, at once subjective and objective. The object, for both Breton and 
Husserl, is in crisis since it has “dissolved in objectivity,” from which it needs to be rescued. 
 
 
David Vichnar is senior lecturer at the Department of Anglophone Literatures and Cultures at Charles 
University, Prague. His books include Joyce Against Theory (2010) and Subtexts: Essays on Fiction (2015). 
He is the co-translator of the first dada novel, Melchior Vischer’s Second through Brain (1920; 2015). He 





Université Paris-Nanterre (X), France 
 
Du « problème » à la « crise » de l’esprit : itinéraire de l’œuvre de Pierre Reverdy 
 
Défini par Frédéric Worms comme ce qui constitue à la fois le cœur et le « problème » du « moment 
philosophique » qui va des années 1900 aux années 1930, l’esprit est un mot dont la popularité au 
début du vingtième siècle déborde le champ philosophique et le débat qui oppose alors Bergson à 
Brunschiwg. Omniprésent dans les écrits avant-gardistes relatifs à la littérature et à la peinture, il 
semble être un élément essentiel des esthétiques contemporaines. En témoigne la défense que 
Guillaume Apollinaire produit de « l’esprit nouveau » dans la conférence du même nom qu’il prononce 
en novembre 1917 au Vieux-Colombier. 
 
Si chez beaucoup de poètes et de peintres, le terme d’esprit se caractérise par une définition 
nébuleuse et par un emploi relativement restreint dans le temps – les années 1910 – Pierre Reverdy va 
se montrer à la fois plus rigoureux et plus fidèle que ses compagnons. Dès 1919, dans Self defence, 
manifeste esthétique qui reprend et développe les positions défendues dans la revue d’avant-garde 
Nord-Sud qu’il créa et anima en 1917 et 1918, Reverdy fait de l’esprit la condition et le support du 
développement de toute esthétique et le critère de définition d’une époque artistique. 
 
Néanmoins, en philosophie comme en littérature, la « crise de l’esprit » frappe les acteurs dès la fin des 
années 1920. Pour Reverdy, se présente alors la nécessité de repenser esthétique et poétique. Il s’agira 
de voir à travers un exemple singulier la manière dont le poète moderne peut réagir à la crise. 
Comment la crise oblige-t-elle à un travail de reconstruction qui est à la fois esthétique et pratique et 
inscrit l’œuvre dans une histoire ? 
 
 
Aurore Vincent, agrégée de Lettres modernes, est doctorante à l’Université Paris-Nanterre (X); elle 
réalise actuellement une thèse concernant l’histoire littéraire telle qu’elle est conçue par Pierre Reverdy, 
sous la direction de Mme Laurence Campa. Elle est affiliée au CSLF (Centre des Sciences des 
Littératures en langue Française). Ses domaines de recherche sont l’avant-garde poétique l’histoire 




Virkar Yates, Aakanksha 
University of Brighton, England 
 
The Idea of Beethoven in Woolf's “The Waves” (1931) and Eliot's “Four Quartets” (1936-42) 
 
In the 1930s, Beethoven was connected with both freedom and fascism. In Huxley's “Point Counter 
Point” (1928), Beethoven's late quartets appear as proof of the existence of goodness, in counterpoint 
to violence by British fascists. Woolf's “The Waves” and Eliot's “Four Quartets” are inspired by the same 
late string quartets. Both texts reflect a musical and cultural history in which Beethoven suggests 
philosophical and political freedom. These British modernists found new forms and uses for an old 
narrative of musical transcendence as a means of articulating their response to fascism. 
 
 
Aakanksha Virkar Yates researches and teaches late nineteenth and twentieth century British literature. 
Her work focuses on the intersections between literature, philosophy and aesthetics.Her new research 
and publications on T. S. Eliot consider the intersections of his poetry with philosophy, politics and 
music. She recently won a University of Brighton 'Rising Stars' award (2017-18) to develop a project on 
'Literature, Music and Conflict'. In part, this considers Eliot and other British writers (Forster, Woolf, 
Huxley) in relation to the political legacy of Beethoven. This work was shortlisted for the AHRC/BBC 
New Generation Thinkers scheme 2017. Recent talks include panel presentations on “Resisting Fascism: 
Beethoven's Legacy in Huxley's ‘Point Counter Point’ and Eliot's ‘Four Quartets’” at the Modernist 
Studies Association, Toronto 2019  and on “Beethoven, Nietzsche and the Music of War” at the 





University of Graz, Austria 
 
“Crisis sounds so cool!” Contemporary Music, Intermedia Art Practices and Digitization 
 
At the height of the global financial crisis in 2009, the German composer Johannes Kreidler created 
“Charts Music”. In this conceptual piece Kreidler derived melodies from stock charts and arranged them 
with the Microsoft music software “Songsmith.” The musical material in “Charts Music” is determined 
on the one hand by the tonal possibilities of the software and on the other hand by the extramusical 
form of the stock charts used, such as the graphical representation of the collapse of Lehman Brothers 
or the increase in the U.S. unemployment rate. The audiovisual work — a biting critique of 
sociopolitical developments — received great international attention. Meanwhile “Charts Music” has 
been viewed more than 500.000 times on YouTube and pianist and conductor Mark Knoop’s 2012 
instrumental arrangement of the piece has been performed in numerous concerts throughout Europe, 
North America and Asia. 
In analysing aesthetic aspects of production and theory concerning “Charts Music”, in my paper I will 
argue that different levels and notions of ‘crisis’ can be identified in the piece: Aside from the artistic 
appropriation of sociopolitical crises represented by stock charts, the deliberate lo-fi sound of the piece 
created through the use of the software “Songsmith” can be seen as an institutional critique and hence 
“Charts Music” as a political work of art. 
 
On another level, the theoretical discourse surrounding Kreidler´s work reveals another much-debated 
crisis: the crisis of contemporary music in its constant efforts to extend musical material. In 2012 Kreidler 
declared — controversially — a “New Conceptualism” in contemporary music, in which the digital 
revolution would enable new forms of constitutive interdependence of different media and materials. 
Following this declaration, I will trace the development of intermedia art practices in historical European 
and U.S. postwar avant-garde movements to demonstrate their influence on and continuation in the 
“New Conceptualism”.  
 
 
Monika Voithofer is a PhD Candidate in Musicology at the University of Graz. She studied Musicology 
(BA, MA) and Philosophy (BA) at the Universities of Graz and Vienna and completed her MA at the 
University of Music and Performing Arts Graz with an award-winning thesis on the role of female artists 
within the International Society for Contemporary Music. Her dissertation scrutinises conceptual music 
and its entwined history with conceptual art practices. To this end, she is currently pursuing research at 
several institutions located in London, New York City and Chicago. Her academic work is focused on 






Université Libre de Bruxelles, Belgique 
 
Imagining Post-Communist (Im)Mobility: The “Road Crisis” in Neo-Avant-Garde Polish Poetry of the 
2010s  
 
It is a truism to state that mobility has been a defining feature of modernism and the historical avant-
gardes, not only in view of the profound involvement of these movements in multiple types of 
international collaboration and circulation, but also in terms of their aesthetic engagement with various 
forms of journeying and wandering (Pinkney 1990; Chalk 2015; Bru 2018). After World War II, the 
centrifugal practice of “hitting the road” became the cornerstone of the countercultural perspective 
propagated by the Beat generation and its various epigones and enthusiasts across Europe (Veivo, 
James, and Walczak-Delanois 2019). Significantly, the liberty-seeking and non-conformist drive of the 
Beats gained particular resonance behind the Iron Curtain, eventually – already after the fall of state 
socialism – leading up to the institutionalisation and canonisation of 1960s counterculture in a wide 
range of countries formerly belonging to the Eastern Bloc. A case in point is post-communist Poland, 
the cultural output of which has seen a significant proliferation of road-themed narratives, in literary 
and cinematographic works alike (Van Heuckelom 2017; Walczak-Delanois 2019). 
 
Taking as a point of departure the mythologisation and reconfiguration of “countercultural mobility” in 
contemporary Poland, this proposal will look into the most recent literary output of a couple of neo-
avant-garde poets writing in Polish. Particular attention will be paid to the way in which these works 
convey a sense of what may be called “a road crisis” (which, in turn, may be seen as a manifestation of 
an underlying “crisis of place”). The text corpus to be analysed (through a comparative lens) includes, 
but is not limited to, recent poetry collections such as Joanna Oparek’s Berlin Porn (2015), Konrad 
Góra’s Nie (No, 2016) and Kamila Janiak’s Wiersze przeciw ludzkości (Poems Against Humanity, 2018). 
 
 
Dorota Walczak-Delanois is Professor at the Université Libre de Bruxelles and Chair of the Polish 
Language and Culture Department. Her research focuses on Polish literature of the 20th and 21st 
centuries in a broad literary, cultural and historical context (as well as its analysis and interpretation). 
She is a specialist of Polish avant-garde and experimental poetry and  particularly interested in the 
relationship between image and poetry in Polish and European poetry, from a comparative perspective. 




National and Kapodistrian University Athens, Greece 
 
Crisis Orientalism: The case of Athens documenta 
 
The paper investigates the complex intersections of avant-garde art and cultural imperialism in the 
discourses of artworks and curating texts from the 14th documenta exhibition, which played out against 
the backdrop of the recent Greek crisis. In 2017, the seminal documenta exhibition moved outside 
Kassel for the first time in its history in order to “learn from Athens.” At the time, Greece was news. 
Because of the crisis, the country had become the internalised Other of Europe, the laboratory of neo-
liberal austerity, but also a point of reference for resistance and progressive hope, particularly after 
2015. Inside the country, the crisis re-politicised the everyday, and the arts with it. Despite serious 
difficulties in terms of funding, the arts flourished, in many cases using strategies and techniques 
inspired from the avant-gardes. The coming of the documenta to Athens constituted a significant 
cultural event; however, it proved to be quite ambivalent in tone. To give but an example: does an 
exhibition of tribal masks alongside the architectural plans of the Acropolis, in the National Museum of 
Contemporary Art in Athens, financed and curated by a German art institution, really constitute a 
criticism of imperialism? Or is it in fact the case that in some uneasy manner the circle has closed and, 
after a labyrinth of metalanguage, we have come back to the 19th century cabinet of curiosities? One is 
in the awkward position to admit that, regardless of benign intentions, the function of the discourses 
generated by documenta 14 was not dissimilar to the cultural phenomena described by Edward Said 
under the term “orientalism.” By analysing exhibits and curating texts, this paper attempts to re-iterate 




Rea Walldén is a semiotician, film theorist and film-maker. She holds a PhD in Philosophy. She currently 
teaches in the Department of Digital Arts and Cinema at the National and Kapodistrian University of 
Athens, as well as in the Program of Studies in Greek Civilisation at the Hellenic Open University. She 
has been a member of the Board of Directors of Women in Film and Television – Greece since June 
2018. Her research interests include film and media theory, avant-garde and experimental cinema, 
audiovisual literacy, film education, and the modernisation of education. Her approach is semiotic and 
epistemological. She has been teaching at the university level for 15 years, including in the Film School 
of Aristotle University of Thessaloniki, the Athens School of Fine Arts, University of Thessaly, Cardiff 
University and Cardiff Metropolitan University. She has been a researcher at Aristotle University of 
Thessaloniki and the Athens School of Fine Arts. She was a member of the Working Group on 
Audiovisual Education in the National Dialogue for Education in 2016; of the Board of Directors of the 
Greek Film Centre in 2017; and of the EC “ET2020 Working Group on the Modernisation of Higher 
Education” as representative of Greece, for two terms, between 2016 and 2019. She is a member of the 
Hellenic Semiotic Society; the International Association for Semiotic Studies; the Society for European 
Philosophy; the European Network for Avant-Garde and Modernism Studies; the Hellenic Film 
Academy; and Women in Film and Television – Greece. She has co-written the script for the feature film 




Rice University, USA 
 
Saving Opera? Television, the Salzburg Prize and the Crisis of New Opera in the Twentieth Century 
 
In 1968, composer Pierre Boulez called for opera houses to be blown up, arguing that these “living 
museums” were irrelevant to modernist musicians. Scholars have recently disputed this claim, as avant-
garde composers continued to write opera, albeit in a splintered form that often parodied the genre 
(Wiebe, 2018; Boyd-Bennett, 2014; Pollock, 2014). But what has been missing in this discussion is how 
the “opera crisis” spurred developments outside the opera house, particularly on television. This paper 
examines how broadcasters and opera producers teamed up to “save” the art form by commissioning 
work that they believed would be relevant to a twentieth-century audience.  
  
The locus of my study is the Salzburg Opera Prize (1959-89), which was awarded triennially to the best 
opera for television, with a subsequent staging at the Salzburg Music Festival. Drawing upon archival 
correspondence and jury reports, I show how this partnership with broadcasting allowed the heretofore 
conservative Festival to stay abreast of modern musical developments. But its association with 
television threatened to undermine this rebranding, as the resulting operas were considered either too 
“experimental” or “middlebrow” to enter the repertory. Further complicating matters was the Prize 
criteria, as Festival organisers insisted on the dominance of musical values, whereas broadcasters 
emphasised televisual advances. Not surprisingly, this caused conflict in staging the operas and echoed 
broader debates about whether the eye or ear should prevail in commissioning new work.  
 
Ultimately, this case study offers a counter-narrative of the “opera crisis.” Whereas previous scholars 
have examined how individual works subverted operatic norms, I argue that the very notion of a 
“standard opera” no longer existed, at least when it came to new composition. Rather, the “opera crisis” 
allowed for — and was constituted by — a flourishing of conflicting visions of what opera could be, 
both in and outside the opera house.  
 
 
Danielle Ward-Griffin is an Assistant Professor of Musicology at Rice University. Her research interests 
include Benjamin Britten, opera on television, and the relationship between opera production and the 
place of performance. She has published on these topics in the Journal of the American Musicological 
Society, the Journal of the Society for American Music, Music & Letters, Cambridge Opera Journal and 
Opera Quarterly, as well as in various edited collections on Benjamin Britten. Her article, “As Seen on 
TV: Putting the NBC Opera on Stage,” was recently awarded the 2019 Deems Taylor/Virgil Thomson 
award for best article by the American Society of Composers, Authors and Publishers (ASCAP). She 
received her PhD at Yale University and her research has been supported by the Society for American 
Music, the Center for the History of Business, Society and Technology, and the Yale Centre for British 






Pedagogical University of Krakos, Poland 
 
"Post-Party Depression". Metaphors of Crisis in Polish Art Criticism of the 1930s 
 
The 1930s in Polish art criticism were marked by crisis and the exhaustion of previously respected 
artistic values. Increasingly recurrent statements identifying the general malaise of the era (understood 
in broad terms as a synonym of stagnation, apathy, and decline) came with attempts to pinpoint the 
reasons for this state of affairs as well as find solutions to overcome the obvious impasse of Polish (or 
wider, European) culture, and with it the visual arts. At the time, critics were surprisingly unanimous in 
their belief that the fault rested with artists – particularly those whose pursuit of increasingly innovative 
artistic means led them to break ties with society, enclosing art within an ivory tower of avant-garde “-
isms”, those hermetic laboratories of theoretical speculation. These kind of opinions were voiced not 
only by the doyens of conservative art criticism, but also by recent proponents of the avant-garde, 
including its very makers. In the eyes of the majority of then-active journalists, modernism was now a 
synonym of the illness that afflicted contemporary culture – an illness whose basic symptoms included 
the lack of spirituality, power of expression, or interest in the human being. 
 
This presentation will look at art criticism in the 1930s, with its diagnosis of contemporary artistic 
culture. Emphasis will be placed primarily on the rhetorical aspects of language, in order not only to 




Diana Wasilewska received her PhD in art history and her MA in Polish philology. She is the author of 
two monographs as well as numerous academic articles and book chapters on art criticism. She was a 
fellow of the Lanckoronski Foundation (Rome 2009) and the project leader of a research grant from the 
National Science Centre (“Mieczyslaw Treter – aesthetician and art critic,” 2017-2019). She is editor-in-
chief of “Annales Arte et Educatione.” Her professional interests concern art criticism in the interwar 
period in Poland with specific regards to the rhetorical aspect of critical language. Currently she works 






Wayne State University, USA 
 
Zone 5 and the Construction of Universals: Hannah Höch @ Zero Hour 
 
In 1989, the Berlinische Galerie mounted an exhibition titled “Zone 5: Kunst in der Viersektorenstadt, 
1945–1951,” on the emergence of avant-garde art in Berlin in the period after Zero Hour/Stunde Null. 
The exhibition’s interpretive framework draws out new possibilities for abstraction (sited toward 
modernism) and expression (toward social realism) that were both denied in the NS-Zeit, and that 
would be drawn together in later exhibitions which sought to erode the “sectoring” of German art 
history into West and East zones (Der geteilte Himmel, Neue Nationalgalerie, 2011). In returning to the 
moment of emergence out of “inner emigration” for artists in this period, I am interested not in the 
repressed abstraction or expression that was unleashed, but in a positing of “universals” out of the 
deformed logics of what Victor Klemperer called “LTI,” the language of the Third Reich. These 
universals are simultaneously conceptual, ethical, and aesthetic—their force is not only negative, that 
“Auschwitz should never happen again,” but positive, toward the founding of new meaning out of the 
rubble of destroyed particularity. I read the work of Hannah Höch (triangulated with that of Jeanne 
Mammen and Karl Hofer) as preeminently negotiating a logic of “Zone 5”—the creation of a space of 
meaning making that will immanently construct a universal horizon. In so doing, I read the formal logic 
of the work exhibited at Galerie Gerd Rosen in two exhibitions in 1946 in terms of its “immanent 
critique” of visual representation and cultural categorisation, decisively transforming fascist oppression 
toward creative possibility. I will also triangulate Höch’s visual work with two literary testimonies from 
the same period: Klemperer’s LTI and the anonymously written survival memoir A Woman in Berlin.  
 
 
Barrett Watten is Professor of English at Wayne State University. He is author of The Constructivist 
Moment: From Material Text to Cultural Poetics (2004 René Wellek Prize, ACLA), Questions of Poetics: 
Language Writing and Material Practice (2016), and numerous volumes of poetry, including Frame 
(1971-1990), Bad History, and Progress/Under Erasure. With Carrie Noland, he co-edited Diasporic 
Avant-Gardes: Experimental Poetics and Cultural Dislocation (2008). He was a Fulbright Scholar in 
Germany in 2005 and is working on a book on transnational modernism titled “Modernism @ Zero 





Leipzig University, Germany 
 
The Beleaguered Self and the Politics of (In)Coherence: Crisis of Subject, Representation, and the Novel 
in C. E. Gadda 
 
It is well known that the Italian (late) modernist writer Carlo Emilio Gadda (1893-1937) experienced his 
very own crisis of the novel, leading him to a production of essentially unfinished narrative texts that at 
once aspired and failed to achieve the status of novel. In my contribution I would like to situate Gaddas 
work of the 1930s within a broader perspective of the modernist crisis of the novel, so as to distinguish 
the specificity of Gadda’s neurotic style of writing (tending towards proliferation and multiplicity as a 
response to the gnoseological crisis elaborated upon in his theoretical writings). Furthermore, I would 
like to investigate how this sense of narrative and subjective crisis is modified under the specific 
conditions of the 1930s, namely the attempts of Italian Fascism to contain and master socio-political 
crisis through strategies and rhetoric of autarchy, the body of the Duce, as well as the interpellation of 
the masses. I would like to show how his signature novel from this period, situated in a fictive Latin 
American dictatorship, La cognizione del dolore (Acquainted with Grief, begun in 1938, yet published 
only in 1963), read in conjunction with its earliest instantiations and other prose writings from the time 
(Il castello di Udine, 1934 as well as the re-discovered “technical writings” of this writer-engineer) reflects 
not only Gadda’s own interest in the rhetoric of autarchy, but also a deep suspicion towards multitudes. 
While Gadda later stylised himself as essentially anti-fascist (above all in Eros e Priapo, 1945/1967), his 
earlier work, when situated in the context of its time (including his experience in Argentina), reveals a 
profound ambivalence towards notions of personal and political autonomy. Drawing on semantic 
definitions of “crisis” (Valéry, Koselleck) I will elucidate how Gadda’s representational crisis tends toward 
scenarios of transformation or destruction. 
 
Jobst Welge is Professor of Literary Studies with a focus on Hispanic and Lusitanic Cultures at the 
Institute for Romance Studies at the University of Leipzig. He has taught widely in the United States, 
Sweden and Germany, in the areas of Comparative Literature, the literatures of the Romance languages 
(French, Italian, Spanish, Portuguese), and the field of Latin American Studies. In his research, he seeks 
to establish connections and transactions between (Southern) European and (Latin) American 
literatures. He is especially interested in the cultural history of the novel and other narrative forms, as 
well as literary responses to the experience of modernity from the Enlightenment to the present, from 
the Fantastic and Realism to travel writing and the interface between literature and bureaucracy. His 
publications often approach these topics from the perspective of space, nation, or cultural memory and 
mobility. One of his current book projects, Novel Worlds. An Introduction to the History and Theory of 
the Novel, connects key episodes in the history of the modern novel to both canonical and current 





Adam Mickiewicz University, Poland 
 
CrisISM: Artistic “isms” as a Historiographical Impediment 
 
In this paper I will discuss the topic of “ism”-based approaches to avant-garde historiography, by 
asking whether the various “isms” of the historical avant-garde do not impede our understanding and 
description of its history. The historical artistic and literary avant-garde, with its polyphony of artistic 
“isms” – be it Cubism, Futurism, Constructivism, Dadaism, Suprematism and so forth – is still often 
perceived and described through the lens of these overlapping and undefinable categorisations, which 
may result in various constraints and limitations. I will discuss selected examples of “ism”-based issues 
related to avant-garde artists and formations, such as Marcel Duchamp, De Stijl or Polish “Futurism”, in 




Michał Wenderski, PhD, is assistant professor in the Faculty of English at Adam Mickiewicz University in 
Poznan, Poland, where he specialises in modern Dutch and Flemish art and literature. His research is 
devoted to the history of cultural mobility between Poland and the Low Countries in the fields of 
literature, fine arts and architecture. His recent book “Cultural Mobility in the Interwar Avant-Garde Art 





Oxford Brookes University, England 
 
“Lookin’ for a box car”: Railway Politics and Vernacular Technicities in 1930s African American Writing’.  
 
This paper focuses on African American vanguardists of the 1930s, including Langston Hughes, 
Gwendolyn Bennett, and Ralph Ellison, who joined the Civil Rights lawyer and writer Pauli Murray in 
recognising illegal rail travel and other appropriations of infrastructure as signifyin(g) spatial practices. 
Building on research by sociologists, historians of technology, and literary critics, the paper explores 
how railroads became a signifyin(g) machine for the everyday technicities of black life throughout the 
twentieth century. The long-running cultural crises sparked by Scottsboro trials encouraged African 
American avant-gardes to identify rail and other technologies as a ‘hinge’ between literary and spatial 
strategies, not only for survival, but for self-expression and political commentary. 
 
Reading Machines and Reading the Times: Bob and Rose Brown and the 1930s Crisis in Publishing 
 
When the Browns returned to America in 1932, their “Readies” project supposedly joined the other 
modernist casualties of the Great Depression. For the first time, Eric White reveals that Rose Brown took 
over the development of a new working prototype of the Reading Machine, and created revolutionary 
new texts for it. Using previously unknown archival evidence, this paper tracks its journey from rural 
America to Soviet Russia – from an avant-garde experiment to an instrument for social change. In 
doing so, he recovers the lost history of the Readies and recasts it as one of modernism’s most 
extraordinary long-term and meta-formational projects.  
 
 
Eric White is Senior Lecturer in American Literature at Oxford Brookes University. Eric works on 
American modernism in the transatlantic context, and his research focuses on avant-garde writing, 
literary networks, and technology. He pursued his undergraduate studies at the University of British 
Columbia in Vancouver, Canada, before beginning his postgraduate work at the University of 
Cambridge, which was supported by a doctoral fellowship from the Social Sciences and Humanities 
Research Council of Canada. Before starting at Oxford Brookes, he taught English and American 
Literature at the University of Cambridge, Anglia Ruskin University, and the University of Edinburgh. He 
has been awarded postdoctoral fellowships by Yale University, where he was the Gallup Fellow in 
American Literature at the Beinecke Library, and by the University of Edinburgh, where he was the 
Institute for Advanced Studies in the Humanities' charter Newby Trust Fellow. He also held a Visiting 
Research Fellowship at the Rothermere American Institute at the University of Oxford in 2012. In 2014 
Eric founded the Avant-Gardes and Speculative Technology (AGAST) Project, which re-imagines the 
inventions of experimental writers and artists using Augmented Reality technology. The AGAST Project 






Leuphana University Lüneburg, Germany 
 
“Life-Art”: Asja Lacis’ Theatre of Revolutionary Form  
 
In “New Tendencies in Theatre” (1921), the Latvian theatre maker Asja Lacis laments the “old academic 
and frozen forms” of the bourgeois tradition that still dominate the established institution of theatre, 
despite the profound socio-political crises that afflicted the Baltic countries and the Soviet Union during 
the post-revolutionary wars of independence. Lacis, who would eventually build close ties with the 
German political theatre scene in Germany (e.g. Brecht, Piscator, Benjamin), instead calls for a 
“revolutionary form” of art that corresponds to the political aims of the proletarian revolution: to 
enflame a “longing for freedom” in its participants in order to break effectively with outdated 
conventions. She characterises this new form of art in terms of life, collectivity, and movement, linking 
the media specificity of the theatre to the semantic field of socio-political struggle: The new theatre 
should cease its function as mere “amusement“ and become a means of concrete political as well as 
artistic intervention. 
 
My paper traces the specific political and artistic implications of the fusion of life and art that Lacis 
advocates. The “life-art” conjunction is, of course, a popular topos in avant-garde manifestos often 
associated with 19th-century life reform movements and Nietzschean Lebensphilosophie. Yet I suggest 
that Lacis’ notion of “life” draws on an ethics of care and responsibility, grounded in socialist and 
proletarian women’s movements (e.g. Kollontai), as well as on the practices of improvisation, 
participation, and community formation of Russian experimental theatre (e.g. Evreinov, Kerschenzew). 
This conceptual junction of life as a socio-political category and (a)liveness as an artistic criterion 
becomes most palpable in Lacis’ reflections on her theatre work with neglected and desolate war 
orphans in 1918/19, which was based on mutual observation, co-operation, and alliance instead of one-
dimensional education and teaching: treating political and existential crisis with critical care, as it were. 
Close readings of selected passages will explore the intricate interrelation between artistic practice, 
social work, and political activism that, to this day, reverberates throughout the performative arts and 
the field of applied theatre. 
 
 
Mimmi Woisnitza currently works as a Post-Doc research associate at the Institute of Philosophy and 
Sciences of Art at Leuphana University Lüneburg. She holds a Ph.D. from the Department of Germanic 
Studies at the University of Chicago for a dissertation on the intersection of eighteenth-century German 
theatre praxis and aesthetic theory (“Dramaturgies of the Imagination. The Theatre as a Laboratory of 
Spectatorial Imagination in Lessing and Kleist,” forthcoming at Rombach, 2020). More recently, she has 
been doing research on the history of theatre rehearsal, staging practices, and scenography as a form 
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Soviet Socialist Realism and Western European Aesthetic Crisis 
 
This paper argues that Soviet Socialist Realism played an important historical role for European avant-
garde and modernism crisis, because it not only built a platform for new representational and 
interpretational strategies in Eastern Europe, but also challenged so-called Eurocentric and Western 
aesthetic hegemony. In short, Soviet Socialist Realism paved the way for Socialist Literature, and 
traditional Capitalist-oriented, World Literature lost its capacity to represent or interpret this new 
literature. That is why many scholars from the Soviet Bloc started to clarify the existence of socialist 
literature and insist upon its inclusion into World Literature from at least the early 1930s. For instance, 
the world “bourgeoisie” had lost its monopoly over global literature in the late nineteenth century, and 
the profound crisis of capitalism and the tremendous growth of socialism had led to proletarian 
literature springing up in every country in the world (Karl Radek in 1934). After the October Revolution, 
the leading talents of global literature took the side of the Socialist Revolution and joined the battle to 
change the reality of both Socialism and Capitalism (I. Anisimov in 1959). Hence, socialism as a scientific 
theory and later, as a movement of social revolution, marked a watershed in social consciousness and 
introduced crucial changes during the course of international literary development with the emergence 
of socialist literature, which subsequently became a vital section of world literature in the twentieth 
century (Dmitry Markov in 1978). Meanwhile, Joseph Reményi emphasised socialism realism in 1951, 
when he stressed that the literary exponents of anti-capitalistic frenzy and tactics must be included in 
the universal realm of global literature. Likewise, A. Ovcharenko promoted socialist realism as an 
important part of the world’s modern literary process in 1968.  
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Reframing the Individual: The Sun, Process Ontology and Sonne München, 1994  
 
An individual being is nothing on its own but becomes meaningful and autonomous through dynamic 
interactions with other beings, claimed the process philosopher Gilbert Simondon in 1968.  In order to 
grasp the nature of what he termed “individuation,” we must not consider the being as a substance, 
form or matter, which is sufficient unto itself in a monadic sense—but as a process of becoming that 
brings about the “emergence of both individual and milieu.” Forty years later, this claim seemed to 
underpin the artist Wolfgang Tillmans’ work social fabric (1994), a colour photocopy on which Tillmans 
had written the words “social fabric” and drawn five geometrical symbols, before placing it on the then 
new digital photocopier. The result was a large and warm surface indicating a society where individuals 
are interacting among themselves in the production of a social collective. Yet, in this paper I extend a 
traditional notion of agency in my discussion of the individual and the collective to include the 
appearance of new media objects in the 1990s invariably associated with a range of environmental and 
sensory functions. I depart from the specificity of Tillmans’ work by turning to 1994, when social fabric 
was installed at the show Sonne München at Galerie Buchholz, Cologne—a group exhibition including 
works by, among others, Dominique Gonzalez-Foerster, Phillipe Perreno and Cosima von Bonin. My 
primary focus is the material basis and processes of individuation and media atmospheres, arguably 
manifested in between the lamp-works, images, and textile sculptures in the Cologne space. Here, I 
return to the work of Simondon and art historian Ina Blom’s 2000s coinage of the term “media 
atmosphere” to investigate how the “social” in the works of Tillmans, Parreno and Gonzalez-Foerster 
had less to do with the individual in anthropocentric terms, than with autonomy understood as 
processual and collective, entangled with external forces and substances.  
 
 
Sara R. Yazdani holds a PhD in art history from the University of Oslo, Norway. Her fields of research 
are modern and contemporary art with a particular focus on the relationships between art, media, 
technologies, theory of the Anthropocene, media ecologies and process philosophy. She is a former 
co-leader of the research group Media Aesthetics at the University of Oslo, and in 2016 she was a 
Visiting Scholar at Humboldt University, Berlin. Yazdani is also an art critic and her work has been 
published in Artforum International, Mousse Magazine, Kunstkritikk, Art & Education, Objektiv, as well as 
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Etruscan Primitivism and Modernist Periodicals 
 
Contemporary scholars often refer to Modernism as a “cosmopolitan movement in literature and the 
arts reflecting a crisis of representation.” [1] One of the key reactions to this European crisis was that of a 
growing fascination for primitive art. The present paper will focus on a very specific type of primitivism 
that sparked the imagination of modernist artists and writers: Etruscan primitivism. The archaeological 
discovery (1916) and the exhibition of the statue of the Apollo of Veii revolutionised the perception of 
Etruscan art [2], but also provided modernist artists and writers with an indigenous primitivism which, as 
pre-classical, could function as an anti-classical referent. Whilst the Etruscan influence in modernist 
plastic arts has already been explored [3], not much attention has been paid to the literary interest in 
Etruscan art as a form of primitivism. Through the analysis of poems and essays on the Apollo of Veii, 
we will show that the modernist reception of Etruscan art functions as a reaction to a crisis not only of 
representation but also of identity. In order to tackle this matter from a European perspective, we will 
be looking at Italian, French and English modernist periodicals: Atys, Foglio d’Arte e di Letteratura 
Internazionale (December,1918), La Revue de l’art ancien et moderne (January, 1920), Le Bulletin de la vie 
artistique (July, 1920) and Broom: An International Magazine of the Arts (March, 1923). 
 
[1] LEWIS, Pericles (ed.), The Cambridge Companion to European Modernism, Cambridge, Cambridge University Press, 2011, p. 1 
[2] HAACK, Marie-Laurence, “De l’étruscomanie à l’étruscologie”, La construction de l’étruscologie au début du XXe siècle, Actes 
des journées d’études internationales des 2 et 3 décembre 2013 (Amien), Bordeaux, Ausonius Éditions, 2015, p. 10. 
[3] Gli etruschi nella cultura e nell’immaginario del mondo moderno - Annali della Fondazione per il Museo "C. Faina", vol. 
XXIV, Roma, Edizioni Quasar, 2017. 
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Doppeltes Interesse: Kunst und Leben. Der Fall Otto Mühl 
 
Der philosophische Diskurs über die Trennung von Kunst und Leben (z.B. Kant) ist auf die spezifische 
Positionierung der Kunst im gesellschaftspolitischen System in der bürgerlichen Ära zurückzuführen. 
Allerdings beteiligten sich von der Romantik bis zur späten Avantgarde einige Künstler_innen in 
gesellschaftliche Experimente und engagierten sich für soziale Utopien. Auch wenn die einzelnen Fälle 
partikulär sind, glaube ich, dass es gerechtfertigt ist, von einigen gemeinsamen Bestrebungen solcher 
Bewegungen zu sprechen, z.B. die Verfolgung sozial-kollektivistischer Ideen wie Wohngemeinschaft 
und Gemeinschaftseigentum, eine gegen-kulturelle Grundeinstellung,die Unterstützung Idealwerte wie 
Persönlichkeitsbildung durch Kunst, Emanzipation u.a. Als Ausgangspunkt für meine Diskussion möchte 
ich einen speziellen Fall vorstellen: die Kommune Friedrichshof, die 1972 von Otto Mühl (1925-2013, 
österreichischer Künstler und Vertreter des Wiener Aktionismus) und einigen Mitstreiter_innen 
gegründet wurde. Die Kommune expandierte schnell und erreichte in den frühen 1980er-Jahren rund 
600 Mitglieder. 1990 löste sie sich nach einer Reihe von internen und externen Konflikten, vor allem im 
Zusammenhang mit Vorwürfen des sexuellen Missbrauchs von Jugendlichen, auf. Dieser spezielle Fall 




Tasos Zembylas studierte Philosophie und Kunstgeschichte und habilitierte sich 2003 im Fach 
Kulturbetriebslehre. Ab 1999 war er am Institut für Kulturmanagement und Kulturwissenschaft der 
Universität für Musik und darstellende Kunst Wien tätig; 2010 wechselte er zum Institut für 
Musiksoziologie derselben Universität. Zu seinen Forschungsschwerpunkten gehören die Verbindung 
zwischen Kunst und sozialer Praxis, die Epistemologie künstlerischer Schaffensprozesse sowie die 
Analyse der öffentlichen Kulturförderung. 
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